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CHAPTER-I 
INTRODUCTION 
 
I 
 Origin and roots of the short story. 
 
 No art is more spontaneous than that of the short story, and though it 
may be proved that lyric poetry came earlier to the dignity  of  literature, it  is 
certain that stories of some sort were told as soon as man became articulate. 
 
 The short story is one of the most spontaneous and one of the most 
entertaining of literary forms that is developed considerably during the recent 
years. Of course it would be wrong to assume that it is a very new form. 
Stories are as old as the earliest literature. For ages in each and every 
country of the world, stories have been in existence in one or the other form, 
e.g. anecdotes, jokes and brief narratives. 
 
 If we look into the history of any literature in the world, we find stories in 
different forms. For example, fables, parables, allegories, ballads as well as 
the Falk tales that dealt with legendary matters or with magic and 
enchantment. We find, in India, stories of the Panchatantra and the 
Hitopadesh and in the West we have Aesop's fables as well as the tales of the 
Old Testament and Apocrypha. Stories in the Arabian Nights and Boccaccio's 
Decameron are some other examples of this art, which is as old as mankind. 
Thus, the history of the short story is indeed fairly long. It has passed through 
many stages, the chief among them being myth, legend, fable, parable as well 
as the novella. In form, content and technique, of course, these old stories did 
differ a lot from the modern short stories. However the fact is that this form is 
traceable to the classical romance and has developed through such medieval 
types as 'fabliaux', 'novella' and ' exemplum '. 
 
 When looked at the stories in the old time and the modern period, the 
difference is startling. The crude narrative of old has given place to a 
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sophisticated story throbbing with human interest written in a style that is quite 
polished and artistic. In a way, the short story has followed the march of 
human civilization and has become one of the cultured means of expression. 
Though short story has not or ever will be allowed to die, the mode itself has 
been neglected from time to time. The Elizabethans preferred drama, the 
eighteenth century the Romantic poem, the Victorians the novel.  
 
 As an art form, the short story properly developed during the 19th 
century with such writers as Poe and Hawthorne in United States; 
Maupassant and Balzac in France; Pushkin, Gogol and Chekhov in Russia 
and Sir Walter Scott in England. These writers, with their contribution in this 
genre, have put the short story on the literary map very impressively. 
 
 It is not an exaggeration to say that since the beginning of civilization 
there has been no break in the tradition of tale-telling: the demand for stories 
is as strong and insatiable in man to-day as it was before he discovered how 
to make stone weapons.(Clark and Lieber: Preface) However, during the last 
fifty years the short story has developed in scope and variety more rapidly 
than during the preceding five centuries. There is no other form of imaginative 
writing in which the twentieth century has discovered so many possibilities of 
art, interpretation of life and entertainment. Thus short story has become a 
distinct literary form. 
 
 Development of Short Story in Indian Literature: 
 
 The short story as a literary form is a 20th century innovation in India. It 
has become an ever growing aspect of Indian literature ever since Indian 
writers started experimenting with their newly found literary genre. The short 
story has now taken deep roots in all the languages of India and has 
blossomed considerably well. This form has its roots in ancient Indian 
Literature. But it has also been shaped by the impact of modern Western 
masters of this genre.  
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 India is one of the very few countries with an ancient tradition in story-
telling…depicting with kaleidoscopic colours and patterns the soil and life of 
India. (Mohan: 1) The Ramayana and the Mahabharata, the fables and 
parables in the Panchtantra, the Jataka Tales and the Kathasaritsagara and 
the folk tales of India are a fascinating world of stories by themselves. Both 
the ancient Indian fable and the ancient Indian popular tale have helped the 
Indian short story writer in giving his stories a definite shape. They have been 
influenced by the ancient literature. According to Manjri Isvaran, 
 
 
 
 
 
  
Earlier this form of literature was described variously as katha, akhyan, 
upakyan, afsana and dastan. Today the short story as a form is considered as 
the youngest child of modern literature, though it has its roots in ancient India. 
The short story has now taken deep roots in all the languages of India and 
has blossomed considerably well. In this genre, as in other fields, the poet 
Rabindranath Tagore was the great pioneer.  
 
 Development of Short Story in Indian Writing in English 
 
 Indian English literature has established its credentials all over the 
world. Indian writers in English have been using almost all forms of literature. 
The Indian short story in English can be said to have begun to take definite 
shape in the 1920s, and is thus hardly more than eighty years old, but its 
development so far unmistakably indicates a distinct possibility of its 
becoming one of the most significant forms in the field of Indian writing in 
English. 
 
 If the Indian short story writer sought inspiration in his ancient classics, 
he has also come under the influence of the short story writers of the West to 
India was the nursery of story and fable and the 
Indian story-teller was as fertile in tales inculcating 
practical wisdom as in illuminating epic and 
religious myth. (Isvaran: vii) 
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a considerable degree. The Indian writer took to short story writing in English 
under various influences- spread of English education, birth of journals and 
periodicals as well as the writings of eminent men like Tagore proved to be a 
source of great impetus. The major Indian English short story writers to 
contribute to this genre include Shankar Ram, A.S.P. Ayyar, Manjri Inshvaran, 
Humayun Kabir, G.V. Desani, R.K. Narayan, Mulk Raj Anand, Raja Rao, 
K.A.Abbas, Manohar Malgaokar and others. The credit of being "the first 
Indian English short story writer with a considerable output" goes to a woman 
– Cornelia Sorabji. (Naik: 13) 
 
 It is only in the 1970s, over seven decades after an Indian woman first 
brought out a short story collection that our women writers have come into 
their own. It is now that all our major women writers made their appearance. 
Some who have written stories which can find place in any international short 
story anthology are: Ruth Prawar Jhabvala, Jay Nimbkar, Bharti Mukherjee, 
Rajj Narasimhan, Shashi Deshpande , Sujata Bala, Anita Desai, Indriyani 
Sowkar and Jhumpa Lahiri. Jhabvala, acknowledged as “the most 
sophisticated novelist”, is the most prolific of our women writers with four 
collections to her credit to date. She has given the best models of a finished 
short story. 
  
              The medium of English language, which they chose, has a lion’s 
share in their popularity. Moreover their exploration of Indian feminine 
sensibility emanates from a thoroughly sensitive appreciation of the Indian 
woman. In this thesis, I have examined one of the above mentioned 
prominent women writers, Shashi Deshpande, who has explored new sexual 
mores, fresh possibilities in human relations, marriage and motherhood. 
Based on the availability of the primary sources, I have planed my study of the 
portrayal of woman in the short stories written by Shashi Deshpande. 
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 Development of Short Story in Gujarati Literature    
 
 In addition to the development of the short story in Indian English, this 
form also flourished in other regional languages. In the first half of the 19th 
century, this genre was introduced to the people of Gujarat with some 
translation of European short stories and the most famous fables of the East 
and the West. In the late 19th and early 20th centuries, several periodicals 
contributed to the development of the short story form. The credit for writing 
original short stories goes to the Parseees who wrote such literary material 
because they had a clearer conception of this new genre than other Gujarati 
writers. (Mehta in George: 744)  
 
 Even monthlies too played an important role in the development of 
short story form. To name a few: Gyan Prasarak (Propagator of Knowledge), 
Stri Bodh    (Advice for Women), Sundari Subodh (Good Advice for Women) 
Buddhi Prakash (Light of the Intellect) and Jnansudha (Nectar of Knowledge) 
made important contribution to the evolution of the short story in Gujarati. A 
monthly Vidyavaridhi (Ocean of Knowledge), devoted entirely to short stories, 
was launched in 1899. 
 
 By 1908, this form gained recognition as an important literary genre. 
The stories by Narayan Hemchandra, Ranjitram Mehta and Bhogindrarao 
Divetia accelerated the pace of the development of the Gujarati short story. In 
the second decade of the 20th century Dhansukhlal Mehta, Narad, Malyanil 
and Kanaiyalal M. Munshi introduced the refined form of the English short 
story. In Gandhian Era, Dhumketu, Dwiref and R.V. Desai depicted the 
Gandhian Ideology in their stories and they led it to further evolution. 
 
 The writers of later years who took a further step in giving the Gujarati 
short story its contemporary form are Jhaverchand Meghani, Sundaram, 
Umashankar Joshi, Pannalal Patel, Iswar Petliker, Chunilal Madia, Jayanti 
Dalal, Snehrashmi and Gulabdas Broker. These writers wrote on different 
themes like the Satyagraha movement, Marxist ideology and Freudian 
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concept of sex, etc. among others. Moreover some of them dealt with the 
inner recesses of human mind and wrote psychological stories. In the post 
Independence period the writers of modern Gujarati short stories elucidated 
new trends in this genre. Among these writers are Eva Dev, Suresh Joshi, 
Raghuvir Chaudhari, Chinu Modi, Prabodh Parikh, Chandrakant Bakshi, 
Mahesh Dave and Suvarna Rai. 
 
 In the pre-independence era, some women started contributing to this 
genre through monthly magazine. It was the period of reform-oriented stories 
that made an impact on the educated class. A magazine, 'Vartalahari' gave 
opportunity to many young short story writers. There was a separate section 
given in this magazine in which prominent women writers too contributed. The 
magazine created a wave of awareness amongst women about their rights 
and status in society. (Mehta in George: 745) The prominent women writers 
who enriched and gave a different direction to the short story are Lilavati 
Munshi, Sumati, Urmila, Vijayalaxmi Trivedi, Shardaben Mehta, Pramila, 
Arvinda and Vidyaben Nilkanth. 
 
 In the post- Independence era many women writers have entered the 
arena of literary writing, and they have focused their attention on the inner 
conflicts of modern women. (Mehta in Jotwani: 58-59) Notable among such 
writers are Kundanika Kapadia, Dhiruben Patel, Saroj Pathak, Varsha Adalja, 
Ila Arab Mehta, Himanshi Shelat and Madhu Rai. 
 
 Thus, in the post Independence era, there arose a new class of women 
writers in Indian English literature as well as in the Gujarati literature whose 
writings are a testimony to the new thinking about human relations, a new 
type of psychology, morality and newer conflicts, depicting the aspirations and 
frustrations of the Indian woman. Some similarity of context is found in Indian 
English short story and in the Gujarati short stories, especially in those of the 
women writers. That is why I have chosen to study the short stories by Shasti 
Deshpande along with the short stories of Varsha Adalja and have attempted 
to compare and contrast them by focusing on the portrayal of woman in their 
short stories. 
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II 
 
 Portrayal of Woman in Indian English Literature:  
 
 Literature inevitably reflects the ever changing reality of life. The 
portrayal of the position of woman in society is no exception to this 
phenomenon. The status of women all over the world, particularly in India, has 
been undergoing a rapid change in recent times. And therefore the portrayal 
of woman is important in the study of literature all over the world. Woman has 
inspired literature and has been one of its pivotal themes too. She herself is 
also a creator of literature and therefore a woman's presence in literature is all 
pervading. A creative writer has the perception and the analytic mind of a 
sociologist who provides an exact record of human life, society, and social 
system. 
 
 Among all literary forms, fiction reflects the contemporary social 
conditions. The portrayal of woman in fiction is also governed by the 
prevailing attitude towards women in society and the author's response to it. 
Both, Shashi Deshpande, an Indian English writer and Varsha Adalja, a 
Gujarati writer, have projected women in their writings with contemporary 
realistic approach. To study this aspect in their works, this thesis has tried to 
analyse the portrayal of woman in the short stories by these writers.  
 
 Traditionally Indian society characterizes women as ideally warm, 
gentle, dependent and submissive. In pre-Independence era, there existed 
this conventional image of woman in literature. Most of the Indian novels that 
dealt with woman’s issue offered a peripheral treatment of the subject or end 
up glorifying the stereotypical virtues of Indian women, like patience, devotion 
and abject acceptance of whatever is meted out to her. 
 
 "One peculiarity of the images of women" says, Mary Ann Fergusson," 
throughout history is that social stereotypes have been reinforced by 
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archetypes. Another way of putting this would be to say that in every age 
woman has been seen primarily as mother, wife, mistress, and sex object- 
their roles in relationship to men." (Fergusson: 4-5) The writers portrayed her 
in these traditional roles assigned to them in societal framework. Moreover, 
female characters are too distant from reality and too crude, moralized or 
sentimentalized. 
 
 The first Indian woman short story writer in English, Cornelia Sorabji 
wrote stories more or less in the same light with themes such as sociological 
studies of love and life, patience and suffering of the Indian woman and the 
qualities of Indian womanhood. 
  
 This was the case in the early novels with Indian fiction writers in Indian 
languages also. They were occupied in giving an idealized image of the Indian 
woman culled from history and legend. The basic mythic and archetypal 
image, which existed in ancient times, has such a strong appeal and is 
fundamental to our culture that it still continues to exist in our literature.(Bhat:   
26) 
 
 Moreover in earlier literature, there existed two contradictory images of 
women i.e. the deified image as well as the degraded and exploited image. 
Both, Raja Rao, an Indian novelist in English and Toru Dutt, the first woman 
poet in English deal only with the archetype of Indian womanhood like Sita 
and Savitri whereas Derozio creates the image of a woman with degraded 
position in his poem. 
 
 The early Indian English fiction had shown woman in the family, but 
after 1940, it begins to reflect woman's participation in the freedom struggle, 
imbibing knowledge, experiencing a sense of emancipation. The spirit of 
patriotism gave a spur to the movement towards amelioration of women. She 
no longer remained the dumb creature she was earlier. Literature, written at 
the time of the Freedom movement, projects a new portrayal of the Indian 
woman. The works of Raja Rao and Mulk Raj Anand could not have been 
possible without it. A Javani or an Akkayya stirred the enlightened Indian as 
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never before, while Anand introduced innumerable Lajwantis in their plight in 
a male dominated and superstitious society. Narayan created Savitri a woman 
with self-respect, who does not submit to her husband's tyranny and asserts 
here individuality by walking out on marriage.  
  
 Besides, the western influence, coming trough liberal education, forced 
new values and norms of life upon women. The trend was towards a positive, 
brave and outspoken effort to find out a new way of life for women. Society 
and the writers noted the role played by women in the freedom movement and 
there was a shift in the sensibility towards them. However, such writings were 
a few. Though woman was struggling to come out of the state of stagnation, 
women writers have neglected this aspect. 
 
 There was no overnight revolution. The portrayal of the archetypal 
woman still loomed large on the horizon in spite of the fast growth and 
development of women's education. In actual literary practice, numerous 
women characters in fiction are found plying the role of classic prototype. 
They enact the suffering, sacrificing role of Sita and Savitry. However, the 
writers of the contemporary world came out rapidly from historical romance 
and mythic stories and presented the realities of the life of women. As the 
image of woman, family and society kept on changing all through the years, 
the writer's views, too, were all changing resulting in a variety of realistic 
images. 
 
 With the advent of the 20th century, the change in the status and spirit 
of woman has been noted by sociologists. In the changed situation woman 
too is changing.  
 
 
 
 
  
 
In the last fifty years or so, India has witnessed 
profound changes in almost every aspect of her 
life. Since the advent of independence in August 
1947, the pace of change has greatly accelerated. 
(Kapur, 1972: 3) 
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In post Independence India, when women's education had already 
commenced and life had started changing, the New Women stated emerging. 
The spread of Education inculcated a sense of individuality among women 
and aroused an interest in their rights. Moreover the impact of west too made 
its significant contribution in changing the status of woman in Indian society. 
The early writers presented the traditional Sita type, but the writers that 
followed tried to show the emerging new woman. The new woman does not 
want to lead a passive married life of a sacrificial and shadowy creature 
because the education has matured her sense of individuality. She expects a 
measure of satisfaction. Promila Kapur, a sociologist, analyzes the change: 
 
  
  
  
  
 
 
 This phenomenon of the emergence of new woman was reflected in 
Indian English literature. R.K. Narayan portrays a wide range of feminine 
characters- from conventional to rebellious. Mulk Raj Anand wrote for the 
emancipation of women whereas Bhabani Bhattacharya assigned women a 
new role, that of a bridge between the East and the West and the old and the 
new. Moreover, feminist trends appeared on the horizon and they came into 
conflict with the conventional moral code. According to Yashoda Bhat,” a set 
of new paradigms related to a woman's life came into existence – tradition 
and modernity, self-assertion and self- effacement, economic dependence 
and independence and so on. (Bhat: XI) An awareness of the inequalities 
present in society resulted in the women's Liberation Movement as late as the 
mid-nineteenth century. Society has undergone a great change since then. 
  
 All these trends are portrayed in Indian English literature which voices 
the clamoring of women for a new and just way of life. The image of woman in 
literature in recent decades is totally different from that of the past. Indian 
English fiction written during the last two decades of the twentieth century 
With a change in women's personal status and 
social status has come a change in her way of 
thinking and feelings and the past half century has 
witnessed great changes in attitudes towards sex, 
love and marriage. (Kapur, 1973: 4-5) 
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provide a glimpse into the female psyche and deal with a full range of 
feminine experience. A study of the recent Indian English fiction reveals that 
the female protagonists are quite conscious of their identity and are no longer 
meek and submissive. There is a marked difference in their attitude as 
compared to the portrayal of woman in early literature. Thus, the spirit of 
freedom is present in the heroines of contemporary Indian fiction. 
 
 This phenomenon of the portrayal of new woman is reflected in the 
fiction of Indian languages. "The writers in these languages ", comments 
Meena Shirwadkar, "... came out rapidly from the shadow of historical 
romance and presented the reality of the life of woman. So, the woman, the 
family, and the writers' views were all changing, resulting in a variety of 
realistic images." (Shirwadkar: 24) The New Woman, however, is a 
compulsive emergence out of the existing Indian ethos and not just a blind 
imitation of the feminist ideology of the west. This phenomenon is a product of 
the inevitable transformation taking place in Indian society as the country 
marches ahead to catch up with the rest of the world. 
 
 In Images of Woman in Indo-Anglian Novel, Meena Shirwadkar claims 
that, following the changes in Indian society, novels have started to progress 
from depicting women characters solely as epitomes of suffering, womanly 
virtue to portraying more complex, real characters. 
 
  
 
 
 
 
 
 
 
                  However the change occurred with the emergence of several 
highly talented women writers in the last quarter of the nineteenth century. 
They have written of Indian women, their conflicts and predicaments against 
Tradition, transition and modernity are the stages through 
which woman in Indo-Anglian novel is passing. Modern 
woman, in life, has been trying to throw off the burden of 
inhibitions she has carried for ages. Yet, a woman on way 
to liberation, trying to be free from inhibitions, is rarely seen 
in Indo- Anglian literature. (Shirwadkar: 154) 
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the background of contemporary India. The changing contexts have placed 
these women writers in an enviable position. Kamala Markandeya, Ruth 
Prawar Jhabavala, Attiya Hussai, Anita Desai, Shashi Deshpande, Nayantara 
Sehgal, Kamala Das, Geeta Mehta, Shobha De and more recently Dina 
Mehta, have all depicted a distinct female sensibility at work in the perception 
as well as the representation of reality. Their chief contribution consists of 
their exploring the moral and psychic dilemmas and repercussions of their 
women characters along with their efforts to cope with the challenges and 
achieve a new harmony of relationship with themselves and their 
surroundings. 
 
 In due course, Indian women writers aimed at portraying realistically 
Indian women's sense of frustration and their alienation. Kamala Markandeya 
very successfully portrays the double pulls that the Indian woman is subjected 
to- between her desire to assert her dignity as human being and her duty as a 
daughter, wife and mother. Anita Desai explores the disturbed psyche of the 
modern Indian women. Ruth Prawar Jhabvala is mostly preoccupied with the 
travails of the white woman in India. Nayantara Sahgal writes sensitively of 
the way women suffer owing to sexist bias in a patriarchal set-up. All these 
women writers have portrayed woman in Indian society and her problems and 
plights from time to time as well as her efforts to achieve a harmonious 
relationship with her surroundings. These writers have also tried to analyze 
the socio cultural modes and values that have given Indian women their role 
and image. Moreover they get more and more psychologically intended and 
try to assess the sociological effect on the psyche of their women 
protagonists.  
 
  
  
 
 
 
Fortunately this movement from the outward gross 
realities to inward complexities found as its mouth-
piece a number of women novelist who by the 
peculiar situation of their existence have been able 
to see the Indian complexities from close quarters, 
where constraints of varied hues and shades work 
upon the sensitive individuals. (Gopal: 2) 
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 These writers project the 'New Indian Woman' who is dissatisfied with 
the inhibiting cultural, natural or sexual roles assigned to her from the 
unconscious dawn of the patriarchal India. Some of the women writers have 
even documented this female resistance against a patriarchal maintained 
Indian culture. Throughout the last three decades, women writers have moved 
away from traditional enduring self-sacrificing women toward conflicted female 
characters searching for identity. Thus fiction written during this period 
provides a glimpse into female psyche and deals with the full range of female 
experience. In this connection, it is significant to quote Suman Bala, according 
to whom there are three categories of women as portrayed by the female 
writers of Indian English fiction. She categorizes thus,  
 
 
  
  
 
 
 
 
 
 
 These writers have written with immense concern and understanding 
for their female characters. The hidden and suppressed world of Indian 
women comes to full light in their works. Indian feminine sensibility can be 
fully felt by reading their works. Thus, far-reaching changes in cultural, social 
and economic patterns have significantly expanded and altered the nature of 
reality for Indian women in life and literature. 
 
 Portrayal of Woman in Gujarati Literature 
 
            The Portrayal of woman in Gujarati literature too has kept pace with 
the changing social image of the woman in Gujarat. Gujarati fiction reflects the 
First, we have rural women-poor, hardworking and sincere-as 
portrayed by Kamala Markandaya... in the second category, we 
meet educated, middle – class women who are married and are 
working as well.... like Saru in The Dark Holds No Terrors and 
Jaya in That Long Silence. And finally, we meet women, who are 
socialites, have easy morals  and do not mind extra-marital 
relations like Paro in Namita Gokhle's Paro and  the female 
protagonists of Nayantara  Sahgal and Shobha De. (Bala: 10) 
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prevalent contradictions in contemporary society about a woman's position – 
her glorification and exploitation.  
 
 The early Gujarati literature pictured the woman as an idealized being 
who was ascribed the traditional role by the patriarchal society. She meekly 
followed her socially assigned role of a devoted daughter, wife and mother 
who lived within the confiner of these gender roles. The writers dealt with this 
glorified image of woman for whom, as Sarla Jag Mohan comments, ".... the 
supreme duty was to keep the husband happy and satisfied and devote 
herself completely, emotionally, and physically, to the happiness of her 
household." (Mohan in Bhat: 44) This is seen in Govardharam Tripathi's 
Saraswatichandra (1887). Through the central character, Kumdsundri, the 
writer presents the contemporary image of woman as an ideal being. This 
epic novel Saraswatichandra "...made an impact on the imagination of the 
Gujarati people and shaped their moral and ethical ideals." (Suhrud in 
Mukherjee: 193)Since then, this image of woman has been persisted by the 
male writers more or less in the same light, though with varied touches of 
creativity of the individual authors.  Kanaiyalal Munshi in Swapnadrasta 
(1924), Manubhai Pancholi, 'Darshak' in Pream ane Puja (1944), Iswar 
Petlikar in Mari Haiya Sagadi (1950) depicted the place of woman in Indian 
society and dealt with some reformist ideas. However, these writers have by 
and large shown an incomplete, unjust and biased outlook towards woman. 
But with the publication of Raghuvir Chaudhri's Amrita (1965) and Lavanya 
(1989), there seems the emergence of modern woman's consciousness in 
Gujarati literature.  
 
 The first two decades of the 20th century was the period of social 
reform. The monthly magazine like Sundari Subodh published reform-oriented 
stories with themes such as the education of women, widow marriage as well 
as the evils of extramarital relations. Many women writers also contributed to 
it. They wrote of women's problems and the social injustice they faced in a 
male dominated society, but sometimes overdid it. Moreover in 1909, an 
anthology of selected short stories, Tunki Kahanio edited by Pramila and 
Arvinda created a wave of awareness amongst women about their rights and 
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status in society. These stories portrayed New Women who rise in revolt 
against the unjust social system. Moreover Lilavati Munshi, in this period 
portrayed the agony of women in a male-dominated society. She championed 
the cause of the Gujarati women of the second and third decades of the 20th 
century. (Mehta in George: 746) But her female characters neither shed tears 
nor blame fate; they fight back and rise in revolt against society. The writer 
has shown great insight in depicting the complexities generated in women by 
the social do's and don’ts imposed upon them.  
 
 After the 19th century, there was a change - a protest was recorded and 
sympathy for women was expressed. Gujarati literature of the second and 
third decades showed women participating in the freedom struggle. It was 
during the freedom movement that woman really comes to the forefront and 
literature records it. Gandhiji's philosophy gave rise to a new humanism and 
new morality based on human values rather than religious orthodoxy. The 
trend was towards a positive, brave and outspoken effort to find out a new 
way of life for women. The novels written during this period were replete with 
female characters who stood side by side with their male counterparts in the 
freedom struggle.  
  
 Many writers of the post-independence period have portrayed female 
characters with an unyielding independence of mind while on the other hand 
some writers of the same period took a bold departure from the earlier image 
of the woman who dared to go out for pleasure outside wedlock but did not go 
to the extent of walking out of marriage. Gulabdas Broker, in some of his best 
stories represents this image of woman whereas, Saroj Pathak wrote a novel 
on a very controversial and bold theme i.e. lesbianism – an absolute taboo. 
She portrayed women characters who often tend to deviate from the 
traditional pattern. In 
this These writers have undoubtedly become 
controversial but their approach has certainly been 
nearer to the reality of human existence. (Mohan 
in Bhat: 47) 
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connection Sarala Jag Mohan says that  
  
 
 
 Then with impacts of the Western contact and the women's liberation 
movement, there emerged the new image of woman in society and in 
literature as well. The female characters of R.V.Desai and Munshi do not want 
to be appendage or neither have they wanted to be deity but they desire to 
arise in life as a human being. But Himanshi Shelat is of the view that "there 
was a sudden rise in the awareness of women regarding their own identity. 
Parivartanano aarambh thai chukyo chhe pan haju dish joiye tetali spasta 
nathi.”(The change has begun to take place but the direction is yet not clear.) 
(Shelat: 34) Pathak Ila is again of the same view. According to her, 
 
  
  
 
 
  
 
 
 
 
The women characters of Chandrakant Bakshi and Suresh Joshi have 
no touch of the new image of the modern age. They are suffering, caring and 
sacrificing image. In his Paralysis (1969) and Priya Niki (1987), Chandrakant 
Bakshi seems to be advocating that wife must submissively follow her 
husband wherever he goes.  
 
 However, in the post-independence era, many women writers have 
entered the arena of literary writing, and they have focused on the inner 
conflicts of modern women. Moreover spread of education made the women 
conscious of their rights and they do not want that their status in family or 
society should be inferior to that of men. The feminist stand has also made its 
Strine je khile bandhi chhe teno galio nano hato te 
thodo vistaryo janay chhe pan khilo to te j chhe, 
jad, bandhanthi ane mukta viharno uphas 
karto.(Pathak in Parab: 2-3) 
[The rope of the pole with which the woman has 
been captivated was small. It seems that it has 
been extended to some extent but the pole is the 
same ridiculing the vary meaning of liberty.]  
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presence felt. These writers present the woman in a new role who wants to be 
economically independent. Some of their female characters do not want to 
lead a married life. Even those who get married want to assert their right and 
so come in conflict with their husbands and in-laws. A drastic change enters 
into the currents of Gujarati literature with the publication of Dhiruben Patel's 
Shimlana Fool (1976) wherein she has given a chance to the protagonist to 
search for her own identity.  Though the number of women writers in Gujarat 
is considerable, there is not much of feminist fiction as such. The most 
outstanding novelist, who is unreservedly feminist is Kundanika Kapadia 
whose Saat Paglan Akashma has made quite an impact as a major work with 
a strong feminist bias. It is a novel of social revolt. Victimization and 
exploitation is central to the novel.  
 
 Thus as times changed, the portrayal of woman became more realistic 
with a thrust on her sense of frustration and alienation and on the conflicting 
forces of tradition and modernity. The writers today, especially women writers 
focus their attention on the inner conflicts of modern women. Their writings 
are a testimony to the new thinking about human relations, a new type of 
psychology and morality, newer conflicts depicting the aspirations and 
frustrations of the Indian woman. Notable among such writers are Kundanika 
Kapadia, Dhiruben Patel, Saroj Pathak, Varsha Adalja, Ila Arab Mehta, 
Himanshi Shelat and Manju Rai. Illa Arab Mehta's Batris Putlini Vedna(1982) 
is also a novel that echoes the agonies and aspirations of woman in the male 
dominated society. The deepest recesses of a woman's heart get its best 
expression in Varsha Adalja's Khari Padelo Tahuko (1983), while Bindu Bhatt 
in her Mira Yagnikni Dairy (1992) deals with the bold and unexplored theme, 
i.e. Gay relationship (homosexuality). With regards to their contribution to the 
development of Gujarati prose Mansukhlal Jhaveri says: "Gujarati prose, 
however, is well developed and the prose of Kundanika Kapadia, Mrinalini 
Desai ... is delight to read."(Jhaveri: 230) 
 
 Sadly speaking, though many women writers have enriched Gujarati 
literature and are still contributing with their best creative talents, they are 
inadequately treated in the history of Gujarati literature.  
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 Fiction written during the last three decades provides a glimpse into 
female psyche and deals with the full range of female experience. Short 
stories written by Indian women present the Indian woman, her conflicts and 
predicament against the background of contemporary India. They analyze, in 
their writings, the socio-cultural modes and values that have given women 
their image and role towards themselves and the society. In the changing 
contexts of our country and times, the women now find themselves at cross 
purposes with themselves as well as the society. Accordingly, both Shashi 
Deshpande and Varsha Adalja explore the psychic and moral dilemmas and 
repercussions of the situation in their women characters trying to achieve a 
new harmony of relationships with themselves and their surroundings. 
 
          Shashi Deshpande has been accepted as a significant literary figure on 
the contemporary literary scene. Many comparisons have been made 
between her fiction and the fiction of other writers. A comparative approach 
ought to lead us to a more comprehensive and adequate understanding of the 
works and their authors. With this end in view, the researcher has tried to 
compare the short stories of Shashi Deshpande with that of Varsha Adalja, a 
Gujarati writer. Interestingly, both these writers share common concerns 
despite socio-cultural differences. However, a few dissimilarities can also be 
observed in these aspects. 
 
   Some similarities in the portrayal of woman are found in the short 
stories of Shashi Deshpande and those of Varsha Adalja. Therefore, in this 
thesis I have adopted a comparative method to study the above mentioned 
topic. The basic aims and objectives of the present study are: 
 
1. To critique the overall portrayal of woman in the works of Shashi 
Deshpande and Varsha Adalja. 
  
2. To examine how far Shashi Deshpande and Varsha Adalja have 
succeeded in presenting a realistic picture of woman who is presented in their 
short stories in the family set up as well as outside the family.  
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3. To examine each separately from the viewpoint of thematic concerns. 
 
4. To make a comparative study of Shashi Deshpande and Varsha Adalja and 
thereby to explore the similarities in approach, interest and intention in their 
stories. 
  
 I have some basic assumption in my mind with which I will direct my 
study. These have formed the hypothesis for my thesis. They are as 
mentioned below:  
  
1. Short stories by Shashi Deshpande and Varsha Adalja have been 
neglected in spite of their being so significant. Absence of enough critical 
works is in itself a sign of this.  
 
2. Shashi Deshpande and Varsha Adalja have many similarities and 
dissimilarities in the portrayal of woman characters though they respond to the 
same time, pace and circumstances.  
 
3.   The short stories of Shashi Deshpande and Varsha Adalja are significant 
in formulating a new feminine consciousness in keeping with changing times. 
 
 Thus, this research aims at making a comprehensive in depth 
comparative study of the portrayal of woman in the short stories of Shashi 
Desphande and Varsha Adalja. What ultimately emerges is a comprehensive 
exploration of these writers' understanding of the dilemma of the new woman 
as well as their courageous attempt to suggest new patterns of feminine 
existence. This study aims ultimately to establish the positive role of Indian 
women writers in English as well as in Gujarati in the vital on-going battle of 
establishing female selfhood. By juxtaposing the two women writers and 
studying their concern for the cause of woman, the present study will add to 
the spectrum of Comparative Indian Literature. It will spotlight Deshpande's 
and Adalja's contribution to Indian writing in English and Gujarati respectively.  
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III 
 
 Shasi Deshpande is an Indian writer in English and Varsha Adalja is an 
Indian writer in Gujarati. They happen to be distinct female novelists from the 
rest of her generation's other female writers. Both provide glimpse into female 
psyche and deal with the full range of female experience in their writings. A 
number of critical studies have appeared on the novels of Deshpande and 
Adalja but critical studies on their short stories are less. Moreover these 
writers have been studied separately. But a comparative study of this kind 
was still to be undertaken. A comparative approach ought to lead us to a more 
comprehensive and adequate understanding of the work and their authors. 
Again, barring a few articles in journals and books, there is no full length study 
of the short stories of both the writers. Hence there is the need for a close 
study of their short stories with a comparative approach to the themes 
delineated by these writers. The present research is restricted to the study of 
some selected short stories from the six collections of short stories by Adalja. 
The stories with different themes from women-centered themes are not 
included in the present study. Textual quotations from Varsha Adalja are 
simply paraphrased and are not in shape of polished literary translation. 
Another limitation of the thesis is that certain repetitions became inevitable, in 
the course of emphasizing the similar thematic concerns of the two writers. 
Since the study is focused on the portrayal of woman in the short stories of 
Deshpande and Adalja, it could not assess the growth and change in the 
writers as artists who could be taken up for further study. The effort of the 
present study has been to analyze the themes of their different short stories 
under certain major titles and devote the last chapter exclusively to the 
comparison of Desphande and Adalja.  
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The chapterization of the dissertation runs thus: 
 
Chapter I: Introduction  
 
 The introductory chapter traces in brief origin, growth and development 
of short story in the Western literature, the Indian literature as well as in the 
Gujarati literature. The second part of the same chapter gives a bird's view 
over the portrayal of woman in Indian English literature as well as in the 
Gujarati literature.  
 
Chapter II: Shashi Deshpande and Varsha Adalja: An Introduction. 
 
 This chapter gives brief introduction to the lives of both the writers 
along with the critical summary of some of the selected novels of these 
writers. It also presents the discussion of Deshpande's and Adalja's strength 
and weaknesses as writers.  
 
 
Chapter III: Portrayal of Woman in the Short Stories of Shashi 
Deshpande. 
 
 This chapter presents the overall portrayal of womanhood with different 
phases of women as depicted by Shashi Deshpande in her short stories. It 
also discusses various themes delineated by the author to examine how far 
she has succeeded in presenting a realistic picture of woman in the family set 
up as well as outside the family.  
 
Chapter IV: Portrayal of Woman in the Short Stories of Varsha Adalja. 
 
 This chapter presents the overall portrayal of womanhood with different 
phases of women as depicted by Varsha Adalja in her short stories. It also 
discusses various themes delineated by the author to examine how far she 
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has succeeded in presenting a realistic picture of woman in the family set up 
as well as outside the family.  
 
Chapter V: Conclusion: A Comparison of Deshpande and Adalja.  
 
 The concluding chapter offers a summing-up of the study by presenting 
the critical comparison of thematic concerns, characterization as well as 
craftsmanship of both the writers. In a way, it presents the similarities and 
dissimilarities in the portrayal of woman characters by these writers, though 
they respond to the same time, place and circumstances. It mentions to what 
extent the objectives of the research are achieved and have the hypothesis 
turned out to be true.  
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CHAPTER – II 
 
 
Shashi Deshpande: An Introduction 
 
 Indian women novelists in English constitute a significant group today. 
They, willingly or unwillingly, are drawn into an exploration of the forces which 
shape the experience of women. The nature of reality for Indian women has 
been expanded and changed due to far-reaching changes in cultural, social 
and economic patterns in India in the last three decades. It is inevitable that 
the changes in the status of woman in India are reflected in women's writing of 
the period. Women writers try to trace in their writings the feminine sense and 
sensibilities, responses and reactions in the Indian social milieu and arrive at 
the possible trends of the coming era. 
 
 Shashi Deshpande occupies a unique position among contemporary 
Indian novelists in English. She deals with the struggles and adjustments of 
the middle-class Indian woman who represents the overwhelming majority of 
Indian women. Gifted with a rare literary bent of mind, Shashi Deshpande has 
made a niche for herself among Indian English novelist. 
 
Life : 
 
          Shashi Despande was born and brought up in Dharwad in Karnataka, 
South India in the year 1938. She is the second daughter of the renowned 
Kannadda dramatist and Sanskrit scholar Sri Adya Rangcharya (better known 
as "Sriranga") who is described as a Bernad Shaw of Kannada theatre. 
Shashi Deshpande got writing as a legacy from her father. He was a cerebral 
man who wrote plays of ideas. Literature was a common fare at her early 
childhood. She grew up surrounded by books and literary personalities. 
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 The number and variety of books at home ... and their accessibility. To 
read soon became as necessary as to breathe or eat... and there was the 
atmosphere in our house, the company my father kept, the kind of friends he 
had, the conversation and discussion that went on over endless cups of tea, 
the play-reading and rehearsals that took place at home – all this created a 
world of words and ideas I was happily submerged in. (Deshpande, IL: 174) 
 
Thus, her father's ideas and beliefs, the intellectual freedom he 
provided, his rational logical thinking, his love for Gandhism – all formed part 
of her childhood. From her father Shashi Deshpande must have acquired an 
intellectual bent of mind and love for reading and scholarship, which have won 
for her degrees in Economics, Law and English and a diploma in journalism. 
 
 Shashi Deshpande received an English education at a protestant 
mission school in Karnataka.  As a schoolgirl, she read the great British 
classical novels in English, and particularly liked the works of Jane Austen. 
She received her graduation in Economics from Elphinstone College, Bombay 
and in Law from the Government Law College, Bangalore. Much later, she 
took a post–graduate degree in English from the Mysore University. She 
married Dr. Deshpande, a neuro-pathologist (now Professor of Pathology) in 
1962. The initial years of her marriage were largely given over to bringing up 
her two sons. After marriage, she obtained Diploma in Journalism from 
Bharatiya Vidya Bhavan, and worked for a couple of months as a journalist for 
the magazine "Onlooker". 
 
 In an interview to Vanamala Vishwanath, Shashi Deshpande says that 
she began writing most casually and without any intention of settling down to 
a career in writing. She had accompanied her husband, a commonwealth 
scholar, to England and lived there for a year. Her husband encouraged her to 
put her experiences down on paper. In order not to forget them, she began 
writing them down. Her father sent this to the Deccan Herald, a southern 
Indian newspaper. Much to her surprise, her articles were found worthy of 
being published. This encouraged her to try a career in journalism. A stint at 
Onlooker further encouraged her to try her hand at short stories and in a 
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sudden burst of creativity; she wrote several short stories which were 
published in reputed magazines. Thus began her writing career.  
Works: 
 
 Shashi Deshpande has been contributing her literary jewels in Indian 
Writing in English for more than thirty years. Short stories and novels being 
Shashi Deshpande's forte, her major works include six collections of short 
stories, seven novels apart from the books for the children and several 
articles. Thus her output is by no means inconsiderable.  
 
Short Story Collection: 
 
          Shashi Deshpande began her literary career in 1970, with the 
publication of a collection of short stories. Till now, she has published near 
about eighty stories. Her first collection of short stories, published in 1978, 
was called The Legacy and Other Stories. The title story "The Legacy" has 
been prescribed by Columbia University in Its literature syllabus. In his 
Preface to this volume, G.S. Amur aptly remarks: " Women's struggle, in the 
context of contemporary Indian society, to find and preserve her identity as 
wife, mother and, most important of all, as human being is Shashi 
Deshpande's major concern as a creative writer, and this appears in all her 
important stories." (Amur in Deshpande: 10) Her other collections of short 
stories are : It was Dark (1986), The Miracle (1986), It was the Nightingale 
(1986), The Intrusion and Other Stories (1993) and The  Stone Women (2001) 
Some of these stories were later developed into novels, and share many of 
their concerns. In respect of technique also these stories contain the germs of 
most of the strengths and limitations of her novels. 
 
Novels : 
 
 Till date Shashi Deshpande has published eight/nine novels : The Dark 
Holds No Terrors (1980), If I Die Today (1982), Come up and Be Dead 
(1982), Roots and Shadows (1983), That long Silence (1988) The Binding 
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Vine (1992), A Matter of Time (1996), Small Remedies (2000) and Moving On 
(2004) A brief introduction to these novels will help us understand the nature 
of the discussion about her short stories in the following chapters.  
 
          Shashi Deshpande, in her novels, deals with certain recurring themes, 
like – inner conflict and identity crisis, parent- child relationship especially 
mother-daughter relationship, and the concept of marriage and sex. Above all, 
the theme of silence rooted in the complex relationship between man and 
woman holds a great fascination for Shashi Deshpande. 
 
 In all Despande's novel, except Come up and be Dead, the 
protagonists are married women. Shashi Despande succinctly presents the 
inequalities and injustice heaped on woman because of her subordinate 
position as a wife. The inferior position of wife in any marriage is made 
obvious through glimpses into the marriages of Indu's numerous aunts and 
uncles. (RS). Deshpande also makes the readers aware of society's reaction 
to the superior status of the wife in marriage, which leads the husband to 
develop an inferiority complex. For example, in DHNT Sarita becomes the 
victim of her husband's sadistic torture through physical and sexual violence. 
While TLS presents a typical Indian husband who takes his wife's unflinching 
support for granted. In BV, Deshpande makes a bold attempt to tackle the 
subject of rape in marriage - man imposing himself on a wife. 
 
 Moreover, the protagonists of all her novels are middle-class educated 
women. Indu (RS) is a journalist, Jaya (LS) a housewife and a creative writer, 
Saru (DHNT) a doctor, Urmi (BV) a college teacher, Sumi (DHT) though 
educated, takes up a job only later, while Savitribai and Leela (SR) are a 
singer and a social worker respectively. Madhu, the narrator (SR), is also a 
journalist and a writer. Deshpande thus seems to believe that it is the 
educated and the creative woman who will liberate herself and contribute to 
women's liberation both actively as well as through her exemplary behaviour. 
(Joshi: 178) 
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 In some of her novels, Deshpande presents the extra-marital 
relationship of the female protagonists. Saru's friendship with her former 
classmate Padmakar Rao (DHNT) seems to border on an affair. However she 
refuses to accept the advances made by him. Similarly, Jaya's friendship with 
Kamat (TLS) progresses towards physical attraction, but she controls herself 
and ruthlessly suppresses her desires. In the same way, Urmi's association 
with Dr. Bhaskar (BV) develops into more than a platonic relationship, but she 
refuses to let herself be enticed into an extra-marital affair. 
 
 Another recurrent relationship in Deshpande's novels is that between a 
mother and a daughter. In The Dark Holds No Terrors, That Long Silence and 
in The Binding Vine the relationship between mother and daughter is far from 
being warm-hearted. Deshpande rejects the stereotyped image of mother and 
refuses to use any mawkishly sentimental language to describe the mother-
child relationship. 
 
 All the protagonists of Shashi Deshpande's novels are in search of their 
identity. But to evolve their own identity they must fight patriarchy. The central 
characters of some of her novels face predicament of fulfilling their duties and 
have to choose between their professional and personal lives. During the 
course of their lives, they suffer many trials and tribulations but in the final run 
they come to terms with themselves by redefining their relationship and 
emerge as fully developed individuals who are able to do justice to their 
professional as well as personal lives. 
  
 In other words, in almost all her novels, the protagonists are exposed 
to some crisis in the beginning, isolate themselves from the usual 
surroundings and routine life, think about themselves and others, keep 
moving between the past and the present, and at the end they return as 
transformed persons. Their return home is not defeatism but the triumph of 
the independence of women. According to Sunita Reddy, ".... each of her 
novels ends on a note of determination by its protagonist who resolves to take 
the reins of her life into her hands." (Reddy: 156) Despande's protagonists 
are, no doubt, victims of unequal power structure in marriage, but in all her 
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novels she shows how one can rise above such injustice and lead a 
meaningful existence. In the end, her protagonists almost always strive to 
make their marriages work.  
 
 Despande may not be a formal feminist in the strict sense of the word, 
but she has definitely carved a niche for herself in voicing the thoughts and 
feelings of the educated, urban middle-class woman in the patriarchal Indian 
society.  
  
Detective Novels : 
 
          Come up and Be Dead and IF I Die Today are amateurish detective 
novels by Shashi Deshpande. They are totally different novels by the writer. 
They present a world of evil, squalor and vice, dealing with death and tragedy, 
with mystery and mischief. Shashi Despande's interest in detective fiction is 
obvious from her review of A Woman's Eye: New stories by the Best Women 
Crime Writers. Her remarkably sagacious assessment of the stories leaves 
one in no doubt about her love for the genre.  
 
 Come up and Be Dead has been compared unfavourably with Agatha 
Christie's Cat among the Pigeon by one reviewer, because the setting for both 
novels is a girl's school where a series of murders take place while If I Die 
Today is set in the resident quarters of a large charity hospital where again 
there are a series of killings. The vast number of characters, their frustrations 
and disappointments, their idiosyncrasies and eccentricities provide enough 
material for a gripping murder mystery. Moreover, Deshpande is so acutely 
aware of the inequalities present in society that even her detective stories are 
replete with the examples to prove the same.  
 
Children's Books and Essays : 
 
            While her novels were taking shape, she also wrote four books for 
children. They are: A Summer Adventure (1978), The Only Witness (1930), 
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The Hidden Treasure (1980) and The Narayanpur Incident (1992). Her last 
novel for children, The Narayanpur Incident, is based on the Quit India 
Movement and the role of children in it. Despite their immaturity, these novels 
are readable and the last of them made a great impact on the world of 
children's literature. Though not original, all these books, apart from The 
Narayanpur Incident, are on lines of Enid Blyton, who has defined the 
parameters of children's fiction in the West. She herself admits that: "I just 
thought I would give children something Indian to read, based on my own 
childhood experiences. It all turned out too Enid Blytonish!... If I were to write 
for children now, I would be more imaginative. I would get away from the 
formula of adventure and so many characters, and not just copy Enid Blyton. 
(Interview to Riti in Pathak: 239-240) Deshpande still has a lot of Children's 
stories in mind, but she has a problem about finding publishers.  
 
 Moreover, like her fiction, Shashi Despande's non-fiction writing holds a 
universal appeal. Her essays have been published in book form. These 
essays have evolved out of lectures given and articles written over the last 
fifteen years. (Deshpande, WFTM: ix) Her essays are entrenched in the social 
realities of our everyday life and grappling with issues that are particularly 
Indian. In her essays Shashi Despande talks about her own craft, how each 
one of her novels took shape; about gender, feminism, English language and 
writing, marginalization and the relevance of reworking myths and even on 
critics and reviews. These essays have been published in a collection under 
the title Writing from the Margin and other Essays (2003). 
 
Awards : 
 
           In spite of her prose being poetic in style and thought mind-provoking, 
Shashi Despande ironically remained an unknown writer for a number of 
years. It was only with the publication of That Long Silence, published by 
Women's press, London that she shot into prominence. And after that, there 
has been no looking back, and each of her works has received applause and 
acclaim. She has now entered an excellent band of Indian writers whose 
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works are available in different world languages like Italian, Russian, German, 
Finish as well as in some of the regional languages of India like Urdu, Marathi, 
Tamil, Kannada and Malayam. Moreover, her novel The Dark Holds No 
Terrors was selected for the theme of a Hindi Movie titled Bandh Jharokhe 
(Closed Windows). 
 
 Shashi Despande has been established as a reputed novelist of 
considerable worth. Her reputation rests on her mature novels.  
 
1982-84: Thirumathi Rangammal Prize for Roots and Shadow. 
1990-91: The Sahitya Academy Award for That Long Silence. 
1991: Nanjangud Thirumalamba Award for Dark Holds No Terrors.  
  
 Thus with more than a dozen fictional works to her credit, Deshpande 
has created a niche for herself.  
 
As a Writer : 
 
 Shashi Deshpande maintains a unique position among the 
contemporary, up-coming Indian writers in English. She is gifted with an 
unborn literary bent of mind which matured with her experiences in life. Three 
factors in her early life shaped Despande as a writer: her father, Adya 
Rangacharya, was one of the most well known Kannada writers of his time; 
she was educated exclusively in English; and she was a woman. (Deshpande, 
IL: 104) 
 
 Deshpande does not write for publicity. She mirrors the society as she 
observes it. She is unconcerned about name and fame. That is the reason 
why in spite of the fact that she had been writing for quite a long period, she 
still was unknown to many until her novel That Long Silence got published by 
Virago Feminist press, London. She believes that publicity detracts the writer 
from his or her work. Deshpande is more interested in herself as a person 
than as a writer. She likes to be known for her books than for herself.  
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Shashi Deshpande is a widely read person. She read enormously as a 
child. Her passion for words during childhood laid the foundation for her future 
writings. Some of the writers like Somerset Maugham and even more Jane 
Austen had lasting influence. But it was so when she was untrained as the 
writer. The individuality of a writer developed in her when she wrote the short 
story, 'Intrusion', which was entirely her own. After that she found her voice. 
However it can be said here that her writings were stimulated by the writers 
like Bronte sisters, Jane Austen, Margaret Drabble, Daris Lessing, Erica Jong 
and even by Simone de Beauviour and Germaine Green. In an interview she 
told Vanamala Viswantha, "I still read her (Jane Austen) regularly. But I don't 
think there have been any conscious influences on my writings as such." 
(Interview to Viswanatha in Pathak: 233) Moreover, Deshpande has never 
identified herself with any particular group of writers, whether of India or 
abroad. She read writers like Beauvoir and Greer quite late, much after she 
started writing.  
 
 In her creative writings, Deshpance mirrors society – a society in which 
we breathe, a culture to which we belong. She is, at her heart, a realist. Her 
characters are not shadowy abstractions but authentic. Hers is the India of the 
eighties. Her writings hold a universal appeal that clearly emanates from her 
rootedness in everyday India. In other words she has never exoticised India or 
'persened' it.  
 
 In all her writings, Deshpande seeks to faithfully reject life as it almost 
is without resorting to any personal commentary and explanation. Much of her 
writing is certainly woman-oriented, but that doesn't make her a woman writer 
or a feminist writer of the propagandist variety. She does not like to be     
labeled as propagandist. She does not write with a purpose to moralize. The 
motivation behind her writing is nothing but self-expression. She says, "I write 
because it comes to me." She takes pain to explain that her writing merely 
mirrors the world.  
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 While it may not have been Deshpande's intention to propound any 
particular theory, even a cursory reading of her novel displays a tremendous 
amount of sympathy for women. Moreover, the attitudes and reaction of her 
protagonists to various issues related to women who are caught between 
tradition and modernity too provide ample material for feminist treatment from 
a feminist angle. She, however, maintains that her novels are not intended to 
be read as feminist texts. This is evident from what she says: "A woman who 
writes of women's experiences often brings in some aspects of those 
experiences that have angered her, roused her strong feelings. I don't see 
why this has to be labeled feminist fiction." (Deshpande, LC: 33)Elsewhere 
she elaborates this point further when she says, 
  
  
 
 
 
  
 
 Whether or not she is a feminist, Shashi Deshpande has definitely 
carved a niche for herself in voicing the thoughts and feelings of the educated, 
urban middle class woman. She has successfully provided her readers with a 
perspective which is simultaneously, truly individualistic and feminine. 
 
 Women Characters in her Short Stories: 
 
 The primary focus of attention in the short stories of Shashi Deshpande 
is woman – her travails and privations, tensions and irritations, pains and 
anguishes. Her stories delineate the social and moral restrictions which Indian 
women have to contend with in life. Not only are most of her protagonists 
women but also the story is narrated from their point of view.  
 
 Shashi Deshpade clarifies that she has chosen to have a woman as a 
central character not in order to project or support some feminist position but 
Perhaps, being a woman, I find myself 
sympathizing with women. If others see something 
feminist in my writings, I must say that it is not 
consciously done. It is because the world for 
women is like that and I am mirroring the world. 
(Quoted in Pathak: 19) 
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because she feels that she can write about a woman with conviction and 
some inner knowledge. She says: "I know women better that I know men, so 
perhaps my books are more about women, and that's about it." (Interview to 
Dickman: 32) 
 
 The protagonists in the short stories of Deshpande are middle-class 
educated women. Truly, she proves that she is a writer incomparable when it 
comes to describing middle-class lives. In a recent review Shama Futhehally 
commends her for her realistic description and rightly observes: "Those who 
have read and reread Deshpande over the years are united in describing her 
as a 'middle-class' writer. In this they are paying her a great compliment; they 
are saying with truth-that her writing is inseparable from the milieu she 
describes, or indeed from the relationship she writes for. She writes as an 
insider, not as a viewer: that bane of post-independent writing which was so 
much more of a bane when Desphande began her career." (Futhehally: 111) 
  
 The women protagonist in Deshpande's stories come to awakening 
through a crisis. They undergo the transformation of consciousness by the 
end. Thus, she follows the liberal-feminist ideal which treats growth in 
consciousness as the end. However, this awakening leads the protagonists 
learn to assert themselves but are careful enough to avoid a storm that may 
unsettle the happy family atmosphere. They have realized that not by 
'effacing' themselves but by making themselves 'felt', they can reclaim the lost 
ground. Deshpande communicates implicitly through her protagonists, the 
technique of constructing a meaningful life in the midst of chaos and 
contingencies armed with emotion and intellect. Instead of fighting against the 
patriarchal society and male domination, they take a balanced view of life 
from a woman's point of view. They have strength of their own, and in spite of 
challenges and hostilities, remain uncrushed. According to Adele King, 
"Deshpande's strength lies in portraying uncertainties and doubts of women, 
who cannot see themselves as heroic but who want to make life possible." 
(King in Kirpal: 167) 
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 The meek acceptance of life, or the taking refuge in one's own self by 
women, suggests a "passivity" that spells suffering and frustration and even 
the fracturing of one's personality. Shashi Deshpande herself explains:  
 
  
 
 
 
 
 
 
 
  
 Deshpande's women are usually sensitive and thoughtful creatures, 
who ruminate over their fate and position in conservative society. They 
endeavour to know what they are, how man folk behave with them, why they 
slump into inanity and desperation and why they feel alienated and truncated. 
Their relentless search for 'self' shows that Deshpande has largely confined 
herself to the problems and tortures of the female world. As a feminist writer, 
she has put on blinders. Like a naturalist slum photographer who would refuse 
to waste his plate on anything that is not sordid, she stays at times away from 
what is bright and happy in a woman's life. There are families and situations 
where a woman plays a pivotal role. This she ignores or lets go by. She 
chooses to bring under her focus the weak, woeful woman. And she does this 
with commendable success and compassion. In an interview she told: 
 
  
  
 
 
 
 
In Deshpande's stories, patriarchy and the values it implies are 
criticized explicitly as well as implicitly. However, the male characters emerge 
My characters take their own ways. I've heard 
people saying we should have strong women 
characters. But my writing has to do with women 
as they are. (Interview to Viswanatha in Pathak: 
235) 
I have been able to feel more a housewife, who is 
most devoted ... Women who do not go out to 
work, who are literally trapped, who are scared to 
get out of family relationships. Without that, she 
feels she has no claim to whatever. Most women 
are still emotionally dependent on the family – they 
want to be good daughters/wives/mothers always. 
(Interview to Viswanatha in Pathak: 235) 
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neither as villains nor as objects of ridicule. The writer criticizes the social 
structure, not individuals. In an interview given to Vanamala, Shashi 
Deshpande was asked why it was not possible for women writers to create a 
"rounded' character of the opposite sex like Tolstoy's Anna, Deshpande 
replied that Tolstoy had "years of male writing" behind him and that the 
"Female Tolstoy" is yet to come. This underlines her being aware of her 
limitation as a restricted writer of the feminine world and her attempt to turn 
into an advantage as Jane Austen does. However, she acknowledges the 
feeling of being "trapped in this woman's world" from which she hopes to 
emerge, so as to be able to write about "human beings and not about women 
and men." (Interview to Viswanatha in Pathak: 237) 
 
 Shashi Deshpande, being aware of the fact that the short story has too-
limited a structure to allow the use of a number of characters, rarely 
introduces a character who seems dispensable or irrelevant. Though her cast 
of characters is rather small, she is able to achieve such intensity and 
authenticity as is seldom equaled by her contemporaries. By focusing on the 
social predicament of middle-class women, Shashi Deshpande presents 
memorable vignettes highlighting the different faces of it.  
 
Style and Technique : 
 
 Deshpande's style is characterized by "economy, brevity, 
concreteness, clarity and vividness" which David Madden regards as the 
characteristics of "the plain or simple style.”(Scott and Madden: 94)           
Deshpande has been very careful about her technique in fiction. She told 
Lakshmi Homstrom : 
 
  
  
 
 
 
Craftsmanship is so important in writing, and you 
only learn it by doing it. And the short story was 
the perfect form to learn from, because one had to 
be brief. One had to be careful. And that training is 
still with me: I am very careful about not using any 
extra words... because I didn't want to overplay 
anything. (Interview to Holmstrom in Pathak: 243) 
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 Economy is the Sine qua non of a good short story as borne out by 
Deshpande's stories which are not burdened with moralizing tags. Her 
language is simple, direct and terse; close to the speaking voice. Sometimes, 
instead of full and long sentences, she uses words elliptically and minimally. 
 
 Deshpande uses certain literary devices to render an artistic touch to 
her writings. Through analogies, similes, metaphor, irony, stream of 
consciousness, interior monologue and even myth and folklore, Deshpande 
renders her expression concise, concrete and condensed. To reveal the inner 
workings of the protagonists' minds and the emotional ripples in their hearts, 
Deshpande uses metaphor of 'the dark' and 'the sunlight', 'death' and 'life', 
'silence'. Moreover, she uses the technique like interior monologue or stream 
of consciousness to provide the readers first person accounts of the past. 
People recreate their past through their dreams and meditation. This device 
also reveals the characters' thoughts and feelings which are otherwise 
unarticulated in the text. And that is why her third person coupled with 
flashback devices to lend force and realism to the novel. 
 
 One of the most enjoyable features of Deshpande's writing is the use of 
literary allusion, myth and folklore and parallels. In some of her stories, 
Deshpande has gone back to Mahabharata one of the greatest epics of India. 
By using myth, Deshpande has given voice to the women in the epic. She 
gives them chance to articulate their own inner turmoil. 
 
 Deshpande does not feel that the language English which she uses for 
her writings makes her non-Indian any way. She ever does not go for Indian 
translations in her works to provide an Indian flavour. She does not write for 
the foreign readers. She is basically Indian and writes for the Indians: "My 
English is as we use it. I don't make it easier for anyone really. If I make any 
changes, it's because the novel needs it, not because the reader needs it." 
(Interview to Holmstrom in Pathak: 249)     
 39
 
 Thus, Deshpane's writings once again prove that art lies is concealing 
art. The highly functional language with telling economy that she uses is an 
important asset of hers as a fiction writers.  
 
Varsha Adalja : An Introduction 
 
 Gujarati Literature has decidedly taken many strides toward ever since 
it started. In this regard, modernism has played a great role in shaping the 
second generation of Gujarati writers. Moreover, in the post-independence 
era, many women writers have entered the arena of literary writing. Several 
highly talented women writers have enriched Gujarati Literature with their 
creative writings. To name a few - Arti Gandhi, Eva Dev, Meenal Dixit, Madhu 
Rai, Bhanumati Jani, Saroj Pathak, Ila Aarab Mehta, Varsha Adalja and 
Kundanika Kapadiya – are some of the most accomplished contemporary 
Gujarati women writers. These women show how modernism, the currents 
and crosscurrents of life have an impact on them. Moreover these women 
writers have written about Indian women, their conflicts and predicament 
against the background of contemporary India. They have focused their 
attention on the inner conflict of modern women. In this connection, a writer 
like Varsha Adalja deserves special mention. 
 
Life: 
 
 Varsha Adalja is a very recent author in Gujarati literature. Her 
contribution to the world of fiction dates back to the 70s. She has written in 
and experimented with, varieties of the genres of fiction like the short story, 
the literature for children and review articles which carry their own fictional 
interest and flavour. Varsha Adalja's writing is testified by the fact that 
scholarship has been continuously growing upon her work. 
 
 Daughter of the renowned Gujarati writer and scholar, Shri Gunvantrai 
Acharya, Varsha Adalja was born in Mumbai, in Maharashtra in 1940. From 
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her father Varsha Adalja has acquired an intellectual bent of mind and love for 
reading and scholarship which have won for her degrees in Sanskrit, Gujarati 
and Sociology. She received a scholarship for training in dramatics from Delhi 
National School of drama. Varsha Adalja took her primary education at 
Jamnagar and Rajkot. She then, moved to Bombay where she received her 
university education, a graduate and post graduate degrees.  
 
 Moreover, Varsha Adalja has inherited some qualities like acting, 
writing and journalism from her father. Her father was running an honorary 
(amateur) drama, workshop, "Rangbhumi". Having interest in acting, Adalja 
acted on stage too. At the age of twelve she started taking part in drama 
performance and her first role was played in three act play 'Jagtarejo'. Along 
with several other plays, she had acted as the heroine in the drama version of 
Darshak's Zer to Pidha Jani Jani and Ibsen's Doll's House. After the sudden 
death of her father, the 'Rangbhoomi theatre' came to a close. Then she left 
this field and chose her career as a writer and journalist. She has worked as a 
radio announcer too. Today she is expressing her views and thoughts with the 
help of newspapers, pamphlets and works of art. Presently, she is writing 
short stories under the title Chandarvo in a newspaper Sandesh. 
 
Her Works: 
 
Novels: 
 
 Varsha Adalja's first novel, Shrarwan Tara Sarvdan was published in 
the year 1968. Then she wrote a host of novels: Panch Ne Ek Panch, Timirna 
Padchhaya, Mare Pan Ek Ghar Hoi, Chhevatnu Chhevat, Ret Panki, Avajno 
Aakar, Atas, Ananddhara, Nilima Mrutyu Pami Chhe, Pachhan Farta, Paglan, 
Khari Padelo Tahuko, Ganth Chhutyani Vela, Bandivan, Eni Sugandh, Matinu 
Ghar, Anasar, Mrutyudand, Trijo Kinaro, and Sag Re Sankoru. There are 
some mystery stories among these 21 novels while some of them deal with 
social issues and some narrate stories of wars based on true events. Varsha 
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Adalja's Bandivan (1991) deals with the life of prisoners. Ansar (1992) focuses 
on the sufferings of a leprosy patient.  
 
 Timir No Padchhayo (1969) is a story about a strong woman Malti who 
leaves her husband after knowing that her husband has a son by the maid 
servant named Manbai. The story reveals the false moral standards of the 
patriarchal society. The husband, an established judge, does injustice to his 
wife, Manbai and his son. Mare Pan Ek Ghar Hoy (1971) is a sensitive story 
of two sisters and the sacrifice of the elder one who has to shoulder all the 
responsibilities in life as her sister is a schizophrenic patient, mother having 
dead and father helpless due to the paralysis attack. However, the story ends 
with somewhat a happy note. Retpankhi (1974) narrates a pathetic story of an 
orphan, ill treated by her aunt, married to a middle aged widower who died 
soon. Having faced many critical situations in life, she becomes a 
schizophrenic patient.  
 
 Ananddhara (1976) is a story of Rani, a daughter of a poor prostitute, 
who becomes victim at the hands of men who used her to achieve their selfish 
ends. Vrunda, the wife in Khari Padelo Tahuko (1983) suffers due to the 
indifference of her husband who is over ambitious about earning money and 
social position. She then makes it her life mission to give her best in bringing 
up her mentally retarded daughter. The story Matinu Ghar (1991) presents the 
tragedy in the lives of three women, a mother and her two daughters. The 
mother is the victim of domestic violence at the hands of her husband who on 
account of his bulling nature happens to kill her unintentionally. One of the 
daughters commits suicide as she is cheated in marriage. After marriage she 
comes to know about her husband's impotency and to add to her misery she 
is raped. The central character, Lata becomes almost schizophrenic and 
accidentally kills her husband while actually intending to kill her father.  
  
 Double moral standards of the so-called modern society are criticized 
in the novel Anasar (1992). A doctor husband leaves his wife who is a leper. 
The theme of Trijo Kinaro (2001) is based on the polygamous nature of the 
husband. The wife is a woman of self esteem and takes a bold decision to 
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walk out of her husband. Shag Re Sankorun (2004) is a trend setting novel of 
Gujarati fiction because the wife in the novel makes her husband live the 
house. One sided vow of celibacy is the cause of marital disharmony in the 
life of Vasat and Krishanakant. Vasant is modern in her outlook towards 
religion and considers such a vow as insulting and unjust since it deprives her 
of her rights as a spouse. Neither she nor does she let her daughter 
compromise and adjusts with the situation.  
 
 Varsha Adalja is primary concerned with women who are victimized in 
socio-political structure of patriarchy. Socio-economic factor is explicit in her 
novels. Her protagonists suffer miserably at the hands of masculine law. Their 
suffering is also caused due to their inability to express and give voice to their 
rights and needs. They are the beings used and exploited by the men folk of 
the society. 'Women are not born but made' is sufficiently proved through 
Leena (MP), Sunanda (RP), Lata (MG) and Vasant (SS). The patriarchal 
norms and values are so instilled in them that even if they wished they would 
be unable to come out of its cocoon. Adalja's women came from different 
class of the society. Her characters face internal as well as external problems.  
 
Short Story Collections : 
 
 Her first collection of short-stories, Ae published in 1979, contains 21 
short stories. In 1983, Sanjane Umbar was published with 21 short stories. 
Her third collection with 22 stories was published in 1989. It has been titled 
Endhani. Her forth collection, Bilvapatranu Chothu Pan with 22 stories was 
published in 1994. The fifth collection with 18 stories was published in 1998 
under the title Ganthe Bandhyu Aakash. Anuradha, the sixth collection was 
published in 2003. It contains 20 stories. Moreover two collections from her 
works – Varsha Adaljani Shrestha Vartao and Varsha Adalja: Sadabahar 
Vartao – have been published too. 
 
 Varsha Adalja writes stories for magazines and newspapers. Presents 
study has selected only those stories which appear in her collections. Her pen 
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constantly pours out short stories of the best kind. As if, to use Adalja's own 
words, "there is a force within." (Adalja in Endhani: 1989)  She caters the 
readers with various themes keeping in mind the prevalent taste and demand 
of the time. She gets the material for her stories from everyday life situations. 
In the Preface to the short story collection Bilvapatranu Chothu Pan , she 
says, "Stories come suddenly like breeze blowing from any direction." (Adalja 
in BCP: 1994) Moreover in her stories she presents the slice of life. She wants 
her readers to view the life from a small window. In a small compass of this 
form, she reveals the deep feelings of human nature. Varsha Adalja is very 
much aware that the short story writer has a very limited compass. According 
to her, "Short story is a game of a moment or even half of the moment." 
(Adalja in BCP: 1994) 
 
Plays and Miscellaneous Works : 
 
 During her childhood, Adalja had acted on stage. This experience has 
helped her in writing one or two act plays. Her Aa Chhe Karagar, a two-acts 
play and Mandodari, Shahid and Tirad, the collections of one-act plays are 
notable. Another two-act play, Sharda will be published shortly. 
 
 Varsha Adalja, as a creative writer, has tried her hands at different 
forms of literature. Beside novels, short-stories and plays, she has tried to 
reflect on life through essays, narrative articles on travel and some 
miscellaneous works. She has written teleplays, skits, interviews, magazine 
programmes, radio plays etc. Some of her works are translated in different 
regional Indian languages as well as in English. Moreover some of her works 
have been adapted for telefilms, teleplays and serials while one of her novels 
is adapted for stage-show. Her novel Mare pan Ek Ghar Hoy was telecasted 
on Mumbai television in the drama form. Her Retpankhi has been dramatized 
by herself for T.V. Also her Timir Na Padchhaya was dramatized into three 
Act play and it ran up to hundred shows, including in London.  Varsha Adalja 
worked as an editor of magazines like Sudha and Femina from 1976 to 1978. 
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Awards: 
 
 The literary works of Varsha Adalja have received much appreciation 
and have, therefore, been awarded. Her Ganth Chhutyani Vela has been 
awarded Bhagini Nivedita Paritoshik by the District Panchayat and is declared 
as the best book. Her one play Aa Dharti aa Manvi based on the situation of 
Vietnam War, won the second prize in the one act play competition organized 
by Calcutta Grjarati Sahitya Mandal in 1966. Later she wrote a novel Atash 
which won the Gujarat Sahity Akademi Award and Soviet Land Nehru Award.  
A collection of one-act plays, Mandodari won Gujarat Academy Award and 
received a second prize among the best books. Recently in the year 2006, 
Varsha Adalja received the prestigious Ranjitram Suvarnachandrak Award for 
her contribution in Gujarati literature. Thus, Varsha Adalja has emerged as a 
leading woman writer on the Indian literary horizon. 
  
As a Writer : 
 
 Varsha Adalja possesses her own place among the modern Gujarati 
writers. As a writer she combines acute insight into human nature, a new 
outlook towards life and also an insight to recognize the right. Realistic 
presentation of the post-independence social picture has made her novels 
and short-stories important document of social events. As she belives that: “it 
is the work of the creative writer to light lamp in the dark corner of the 
society.”(Adalja in Divyabhskar: 3) For this reason she has created an 
unforgettable impression in modern Gujarati literature. Her creation itself is 
her introduction. 
 
 Her father being an eminent writer, Varsha Adalja received a kind of 
literary halo from her birth itself. The root of the development of her interest in 
literature is seen in her own family which was surrounded by the creative 
thoughts. She was the silent witness of the literary discussion that took place 
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at her home. This kind of atmosphere watered the seed of her interest 
towards creative writings and now it has blossomed into a huge tree.  
 Having faced the critical economic condition during her childhood, 
Varsha Adalja grew up with a serious and gentle personality. This personality 
is very well reflected in her writings which contain a hidden note of her serious 
thought. Adaja has never tried to establish herself as a creative writer. She 
herself accepts, "I never tried to be a writer". In fact her aim was to give 
preference to acting in its true sense. After the death of her father, the drama 
workshop Rangbhumi came to an end. She too bade farewell to theatre and 
acting. After that for a year and half she did nothing because she was in 
search of something new. She, in fact, did not wish to fix herself in the 
framework of any traditional role of an Indian woman. In fact she was brought 
up with a free atmosphere in the family which has made her aware of her real 
'being'. She never felt those restrictions upon her which have generally been 
imposed upon an Indian girl by the traditions and customs of the society. That 
is why her pen constantly pours the words which express the thought of the 
equality and freedom of women. As a creative writer, she has been using 
literature as a medium to spread this halo of equality and freedom of woman. 
 
          After marriage too, Varsha Adalja experienced the same free 
atmosphere, which has largely contributed to make her feel that a woman can 
also have her own identity than just being a wife, a daughter, a sister and a 
mother. Therefore whenever she saw exploitation and unfair condition of 
woman, her creative mind has always become active and realistic portrayal of 
woman in such condition has been given place in her works. 
 
 The subject-matter of her works has been selected from the realistic 
events in which women have been sexually, economically, mentally as well as 
socially exploited; in which woman has not been considered as a ' person' by 
the so called hypocrite modern society. Though the prevalent note in her 
works seems to be one such (to be  that of exploited woman), one finds the 
image of ' new' woman in some of her characters who try to break the ages 
old shackles and  come out of the exploited situation. 
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 As a writer, Varsha Adalja contemplates and meditates over her 
subject matter before writing. She does a lot of home work to write novels. 
Before expressing her view about the theme of her works, she collects related 
information, visits the place if it is necessary, even meets people and then 
from the gathered material and with the help of her creative imagination she 
presents before us her fictional works. She believes in actual description and 
presentation of her subject matter. Thus, after much contemplation and work, 
Varsha Adalja presents her collected material in the forms of literature i.e., 
short-story, novels or one-act plays. 
 
 Her intensive reading of books started from a very young age with the 
motivation of her father. While doing M.A. in Sociology, she had visited the 
places like the Rescue Home, organisation for the young criminals, remand 
home with a view to know the sociological problems of women who have been 
put in such institutions. Thus in her novels and short stories, Varsha Adalja 
has depicted vividly the realistic condition of women. She has been presenting 
in her works, in her own way, the different social problems like corruption, 
exploitation of lower class, unemployment and the problems of women, their 
sensibility and experiences. 
 
 Varsha Adalja believes that a writer should study the different facts of 
society properly and objectively to present the realistic picture of society with 
the help of the work of art. According to her this can bring social reformation. 
For example, in his novel, Saraswatichandra, Govardhanram Tripathi has 
thrown light on social reformation variously. Similarly Varsha Adalja, too with 
her fictional work, has proclaimed the indignation made against women 
possessing the secondary place in the society. No sooner did she find 
inequality and exploitation, Adalja has raised voice with words for 'human 
rights'. 
 
Women Characters in her Short Stories: 
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 Varsha Adalja has emerged as a great literary force. She has written 
many short-stories as well as novels in Gujarati, keeping woman in centre. 
She has been presenting a true and realistic portrayal of woman in her works. 
However she in not a feminist writer with any propagandist agenda. Being a 
woman writer, feminist concerns naturally emerge from her works. According 
the her, “…woman can better express woman’s certain experience, certain 
situation and to happen that way is not feminism.”(Interview to Doshi and  
Parikh, Navanit Samrpan) 
 
 If all her stories are taken together, we find that Varsha Adalja is 
concerned with woman's issues in most of her stories. Even some of the 
stories are narrated from their point of view.  Her woman characters range 
from every class – high, middle and low. She has narrated them according to 
their economic condition and social status. Both urban and rural women 
characters have been given place in her short stories. Women living in slum 
areas as well as those living in luxurious bungalows have been properly 
delineated.  
 
 The stories of Varsha Adalja depict effectively a disturbed but a brave 
feminine psyche in the new ethos. She has created women who do not allow 
her husband's extra-marital affair and live a self respect life by giving him 
divorce. Adalja takes us to the strife-riddle world of marital discord and 
violation of moral code. Sometimes women are shown as troubled by the 
double roles: her role as a working woman and that of a house-wife. There 
are some women characters who are presented in a very miserable condition 
-- threatened and crushed by her husband, middle-class working woman, 
problems of spinsterhood, showing resistance against rape or physical 
tyranny, falling victim of sexual harassments in the society and even the 
economic dependence of woman have been skillfully delineated with in her 
short-stories. 
 
 Some of Adalja's women characters are rebellious in nature. They raise 
a voice against injustice and exploitation, they possess self-respect and 
freedom. They seem to build their own existence as a 'human being'. Such 
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women wish to do something in life and are aware of their own status. These 
women with self-awareness do their best to maintain their dignity and respect. 
Some such portrayals resemble Nora of Doll's house by Ibsen. These women 
seem to have developed self-assertion and self-respect. They are very 
conscious about their rights. Moreover some of the women characters are 
modern, educated, intelligent and economically independent. Their 
educational progress and economical self-reliance help them to establish their 
independent identity. This transformation in the social status and role of 
woman is seen in her literary works. 
 
 If we apply sociological view-point to her short stories, the portrayal of 
woman seems to be subordinate. From her short stories; it becomes clear that 
in marriage, family, education, profession or in any field, the decision of 
women depends upon the decision of others. Varsha Adalja has shown her as 
a dependent person. They do not seem to possess 'the room of their own'. 
Such characters are passive following the way shown by others. Thus, Adalja 
has presented a stereotype image of woman too. 
 
 Thus, a reading of Varsha Adalja's short stories reveals a deep 
understanding of the female psyche. Most of her stories are women centered, 
dealing with woman in different roles – wife, mother, daughter and an 
individual in a society conditioned by the rigid codes laid down by man. Her 
short stories are, therefore, true to life and representative of the dilemma 
faced by modern women. 
 
Style and Technique: 
 
 Technique is an important aspect of creative writing. Varsha Adalja 
adopts different narrative techniques in her writings. Sometimes she writes 
from the omnipresent and omniscient point of view while at other times the 
first person narration is employed by her. Sometimes one finds an artistic 
combination of the first person and the third person narration coupled with 
flashback devices. The first person narration allows the author to probe deep 
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into the mind of the protagonist. The writer can very easily explore fears and 
frustration with this mode of narration and whenever Varsha Adalja wants to 
tell story objectively, she chooses third person narration. 
 
 Moreover devices like interior monologue and stream of consciousness 
too have been employed by the writer in her stories to penetrate into the 
memories and recollections of the heroine. Sometimes her stories do not 
progress chronologically, but instead move back and forth thematically, 
gradually relating one incident after the other until the entire story is revealed. 
Adalja never resorts to any personal commentary and explanation. It must 
also be observed that Adalja makes a sparing use of irony, satire or even 
humour which are the ingredients of great works of art. 
 
 Thus gifted with a rare literary bent of mind, Adalja has matured with 
experiences in life and readings. For her fictional concerns and art, she has 
made a niche for herself among Gujarati writers.  
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CHAPTER III 
 
PORTRAYAL OF WOMAN IN THE SHORT STORIES OF 
SHASHI DESHPANDE 
 
Girlhood and Adolescence : 
 
 Shashi Deshpande has carved a niche for herself in dealing with 
woman in different roles – daughter, wife, mother and an individual in a 
society conditioned by the rigid codes laid down by men. Deshpande is the 
articulator of women who are caught at the cross – roads of change in a 
society which is undergoing the birth pangs of transition from tradition to 
modernity. It is a difficult job, indeed, to give voice to women who themselves 
are not sure of their own suffering and who stand in an unenviable position 
today. They are acutely aware of the marginalization of their individuality but 
are condemned to live the life of silent suffering which was the lot of their 
predecessors. Sunita Reddy too expresses similar view that "In many ways, 
their condition is even more pitiable than that of women of earlier generations 
who unquestioningly accepted their secondary position in society.” (Reddy:  
29) The stories that are discussed under the following sub-topic portray the 
patriarchal culture within which the life of a daughter becomes marginal.   
  
Moreover Deshpande is seriously concerned with realistic perceptions 
of family role-relationship. She has dealt with various facets of human 
relationships most intensely because the traditional heritage of India gives 
great importance to the family unit. Thus while exploring the role-relationships 
of a woman in Indian society, Deshpande in her short stories offers readers 
an intimate and domestic chronicle of the inner world of women and the pain 
of coming to self knowledge. Her stories are about the personal journey of 
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woman; the heroine learns as she undergoes the crisis. Her stories depict 
effectively a disturbed but a brave feminine psyche in the new ethos.    
 
 Marginal Culture 
 
 Shashi Deshpande deals with the problem concerning the marriage of 
girls in Indian society. They are portrayed as crushed under the weight of a 
male-dominated and tradition-bound society. Deshpande has attempted to 
give an honest portrayal of their sufferings, disappointments and frustrations 
in some of the short stories. The marriageable girls in these stories are shown 
operating within the framework of a male-dominated and tradition-bound 
society. Through these examples Deshpande raises the issue of arranged 
marriage or lack of feeling in a union which sanctified the lifelong partnership 
of man and woman. It is to be observed, however, that Deshpande desists 
from making hysterical anti-dowry statements and instead tries to look at the 
problem without any preconceived ideas. She lays bare the hypocrisy and 
double standards practiced by society. The protagonists of the following 
stories are unable to defy social convention and seek a compromise as a way 
out of their dilemma.  
 
 The story "Intrusion" presents the conservative attitude of middle – 
class family with three marriageable daughters. No one asks for the choice of 
the eldest one, the protagonist of the story. Her consent for the marriage 
proposal has been taken for granted as there are two more marriageable 
daughters in the family.  
 
 Shashi Deshpande ironically indicates that a girl is treated like a 
commodity in the marriage-market. She gets quickly selected if she is found 
suitable to the groom's requirement. Her will and requirement has no place 
and not at all considered important. In this story, the groom's party had agreed 
to the proposal because she fulfilled their requirement of "a simple but 
sophisticated girl who can entertain and mix with foreigners for their son is 
working in a foreign company." (37) 
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 Critically, in a conservative middle class family, the girl has no freedom 
to voice her desires. Her individuality is thus, put into the margins. She 
becomes just a puppet. Truly the traditional pattern of marriage hinders the 
dreams of young girls. 
 
 The protagonist recollects that her mother-in-law had been searching 
for a "simple but sophisticated" (37) girl for her son working in a foreign 
company. "No one had asked me if I [the protagonist] had agreed," (37) 
reminisces the frustrated bride. A girl's circumscribed position, a zero 
existence in society, is highlighted by Deshpande.  
 
 Submissiveness or docility perhaps, is what aggravates the problems 
for most of the women characters in Shashi Deshpande's stories which makes 
them mask their real feelings or attitudes, since they lack the will to shake off 
the shackles. (Geetha in Dhawan, 1991: 177)  
 
 It is seen that in a patriarchal Indian middle-class family, a daughter's 
sphere of life and activity is marginalized. She has to follow the conventions 
quite submissively. She is made to live at the margin, never becomes the 
subject. She has to follow the path decided by the elders. 
 
 The story “Alka” shows the girl, Alka bending to the will of elders. 
Deshpande ironically presents the true facts of marriage in a middle-class 
family in orthodox India. Marriage, a promised end in a traditional society puts 
an end to aspiring girl's career. This is aptly illustrated in the story. 
 
 The story revolves round the protagonist, Alka who has crossed the 
generally accepted marriageable age. So she is expected to marry the first 
man who agrees to marry her. Her opinions are never taken into account – 
first by her father with regard to her marriage, and later by her fiancé with 
regard to her career. We discover a fairly good deal of self-searching in "I 
want..." where a twenty-seven year old woman Alka is subjected to "the 
insolent stares, [and] the impertinent question" (36) by the groom's party. Alka 
hates to be exhibited and inspected again and again. But she cannot protest 
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lest she should bring a bad name to her father. The earlier refusals from the 
groom's party have brought disappointments and hopelessness in the family. 
The fear of remaining a spinster in Indian society is a constant humiliation. 
Alka too faces this burden of inferiority. She feels to be so ashamed when she 
faces remarks like," A daughter of 27 and not married." (35) 
 
 This shows that in conservative family, a daughter is considered to be 
a burden till she gets married. Alka lives under the constant guilt and shame 
for being the cause of her parents' anxiety. Her relationship with her parents 
becomes "fragile, explosive and delicate, as if labelled "Handle with care." 
They were nervous and uneasy with me." (36) Alka feels guilty for being a 
burden on her parents as if she has committed a crime by not getting married. 
She suffers the pangs of unfair treatment netted out to her due to unmarried 
state. Now she is not even informed of the imminent inspection. Her parent 
says nothing to her.  
  
 Alka feels much uneasiness, consternation and hopelessness. She 
ruminates: "The woman in me was outraged and protested. I crushed her. 
She had no place there. None at all." (37) She is terribly stirred within and 
remarks: "Sometimes I feel we are all doomed to be strangers to one another, 
forever sealed in separate glass jars we call "self". (36)  
 
 What keeps Alka apart from the common women is a strong sense of 
'self' that she wants to preserve at all costs.(Dwivedi in Pathak: 277) When 
her mother tries to marginalize her with do's and don’ts keeping in mind the 
approval of the groom's party, Alka's individuality cries within herself.  
 
 
 
  
  
 
Clearly, she is a woman of consciousness and wants to discover her 
integral identity. But as regards her marriage, she has little or no choice of her 
I suddenly felt fluid, as if I had no  shape of my 
own. As if I was capable of taking any shape. But I 
was 27. I had a shape and form I had to preserve. 
A self I had to treasure. (37) 
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own; her parents are there to safeguard her interests. Without asking Alka 
they settled the things with a boy who is a man of "I want", a selfish, self-
assertive type. He expects her to resign her job and confine herself to home. 
Total authoritarian male-mentality is found when he puts before Alka his 
expectations.  
 
  
  
 
 
 
 
 
 
 Alka was so astounded with his self-centeredness. He did not ask Alka 
about her desire, not even once. She thinks, "I would say nothing until he 
asked me. Surely it was important for him how I felt?" (39) But the boy 
seemed to be least interested in Alka's feelings because "he had the mould all 
ready. All I had to do was to fit in. " (40) Alka kept silence which was "a loud 
cry of indignation." (40). 
 
 This is a true picture of an dictatorial patriarchal family where woman 
becomes just a fluid with no shape, no form of her own. Moulds are kept 
ready by the male member of the family. She is supposed to take the form 
according to the requirement of the conventional pattern of her gender roles.  
 
 Alka, a woman of consciousness gets irritated and resolves to assert 
herself. Being a thinking woman, she has her own desire to fulfil. Though she 
does not want a husband having a four-figure salary or a car, she still desires 
a man who "...hears my voice when I speak. Who understands me even when 
I don't....."(42) She thinks that now it is time to tell everyone what she wants. 
But to her great sorrow, Alka learns that her father has fixed up certain 
preliminaries without asking her. Horrified she asks, "You didn't ask me. Both 
You know my job has long odd hours I'd like my 
wife to be home whenever I return. She should be 
able to manage everything. I may have to 
entertain often. She must like people. I want a wife 
who can get on with everyone … I don't what my 
wife gadding about the place, leaving everything to 
servants. I want her to do most of it personally. I 
want (39-40) 
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of you. Why? Didn't you think I had something to say? It's my life, isn't it? 
...Baba, are you promising me happiness?" (41) 
 To these questions of Alka, her father brushes aside her unexpected 
reluctance to do so by pointing to her position as a girl who having crossed 
the marriageable age has no chance of getting married. She is also expected 
to give in to his wishes and express no such desire which might jeopardise 
the proposal. Her opinions and aspirations therefore remain unvoiced.  
 
 After the acceptance from the groom's party Alka feels that the burden 
has fallen off... the burden of inferiority, of being unwanted, old and despised. 
But still there is no joy in her. 
 
 
 
 
 
 
 
 
 
Alka is reluctant for this marriage because she knows that she will have to 
erase her individuality 
 
 Later, on reflection, Alka submits to her parents' wish and decision. Her 
wants began to dwindle, as she has a job she could have stood her ground 
and refused to give it up; but for the sake of security she sacrifices her 
careerist aspirations. With pain she thinks, "27. Time to forget dreams and 
compromise for security... I surrendered my illusions and reality. "(42) It is just 
another stage in the life of a woman where she is forced to sacrifice a part of 
her. Alka, thus, becomes a wife by compromise, not by choice. What makes 
matters worse for Indian women is that there are no choices before them. Like 
marriages, their decisions are made in heaven – in their husband's mind. As 
Roots and Shadows puts it, 
 
Uneasiness, like a dark cloud, loomed over me, 
erasing all the colours of my day, turning it gray. It 
wasn't the marriage that I shied away from. It was 
something else that troubled me. Her words.. " It's 
settled. They've agreed."  It sounded so simple. 
Like a simple equation. But it left out one factor 
completely... me. (35-36) 
 58
 
 
 
 
 
 
 
 
 
 This is exactly what the protagonist of this story thinks and then 
submits to the choices of her father.   
 
 Finally, her marriage is settled. They have agreed to the proposal.  Her 
parents feel a great relief as if their responsibility is unburdened. In a typical 
Indian set-up, daughter is considered a burden to be eased, a problem to be 
solved, and a responsibility to be dispensed with. Shashi Deshpande very well 
presents this fact in the above discussed story. 
  
 The protagonist of the story”The Valley in the Shadow” is a crippled 
woman who is married to a self-centred person. The heroine, being physically 
handicapped, experiences an acute inferiority complex. She feels ashamed of 
her awkward walk. She remembers that even as a child she had noticed, "how 
people looked at my legs first and then, very perfunctorily, at the rest of me." 
(39) She has been labelled with the disgusting identity, that of a crippled one. 
She hates the word which seems "to have nothing to do with the real me." 
(38). 
 The heroine remembers how it was a matter of great worry for her 
parents to get their crippled daughter married. 
 
  
 
 
  
"Who will marry her?" my mother had moaned as I 
grew up. But my father had gone on doggedly with 
proposals to young men, never hiding my 
disability, so that each time the matter ended 
there. (39). 
Millions of girls have asked this question millions 
of times in this country…. What choice do I have ? 
Surely it is this, this fact that I can choose that 
differentiates me from the animal. But years of 
blindfolding can obscure your vision so you no 
more see the choices. Years of shackling can 
hamper your movement so that you can no more 
move out of your cage of no-choices. (Deshpande, 
RS: 125)  
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In Indian society, it is a matter of great burden for the parents if their daughter 
is physically disable. In the marriage market she proves to be defective 
commodity that fails to meet the groom's high expectations. However, in the 
story, the girl gets married. But to her great shock, she realizes after marriage 
that he had married her for money, "not just the money my father gave us, but 
the money I earned each month." (39-40) Deshpande thus exposes the 
hypocrisy of the male mentality. 
 
 Deshpande may be shy by nature but that 'she lacks popularity' 
because of "the conventional attitude to her themes" is untenable. (Gupta: 38-
39) Her attitude in her woman oriented stories is anything but conventional. 
Though she has declared clearly that she is not feminist yet her sympathies 
are quite conclusively with the women who are treated unsympathetically in a 
marginal culture. Otherwise there is no point in articulating the psychological 
ordeals undergone by her female characters. 
 
 The next story "The Pawn" presents a meek, docile picture of a girl who 
represents all those Indian women who are covered with thick, slack layers of 
convention, ignorance and reticence in literature as well as in real life and who 
have no autonomous existence.  
 
 The young girl in the story “The Pawn” is compared with the pawn in 
the story, 'The Pawn'. She comes to Bangalore with her parents to see the 
city during their journey to Madras. Ramaswami, a distant friend of their 
relative is supposed to take them around. He is the narrator of the story who 
finds the young girl as a pawn with her parents because she  walks discreetly 
with her parents, saying  nothing, just walking quietly with her heavy lids 
screening her eyes, looking aloof and  unconcerned and unsmiling. 
 
 The girl follows her parents unquestioningly. From the story it becomes 
clear that she neither speaks nor asks anything. Every decision is taken by 
her parents. The narrator, a young man finds her totally unattractive because 
she is: "Short. Thin. Nothing anywhere one could appreciate. And that dull 
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look on the face." (65) He finds something mysterious about her face which is 
"a closed room" for him. 
 
 But during the lunch she offers the narrator her wisp of a smile that 
catches the corners of her mouth, "curling and lifting it exquisitely." (68) 
Suddenly, Ramaswami, the narrator finds it beautiful. There arises a joyous 
feeling within him as he is fascinated with her smile. He starts taking interest 
in her. Even the girl seems to be accepting his feeling in her. Gradually, 
Ramaswami develops a soft corner towards her and each time he feels "a 
peculiar melting sensation" (71) in him. 
 
 At the end of the day, while departing he promises the girl that he will 
write to her and her father. He feels sad as the train carries the girl away from 
him. But sadly the romantic memories about the girl remain with him for a 
couple of days only. He considers it a romantic dream and nothing more. 
 
 
 
 
 
 
 
 
 
 
 With these thoughts he removes his feelings towards her from his mind 
thinking that he is ' a sensible young man. Not a damn fool.'(71) There lies the 
irony when he considers himself a pawn and not the girl. However, the writer 
makes it very clear that once again the girl is been played with. The boy 
played with her feelings for a day. He was not sincere in his feelings towards 
her. The boy seems to forget her easily but what will happen to the girl when 
she keeps waiting for his letter? She is again made the pawn by the boy. 
 
It was all a dream and what have dreams to do 
with reality? After all, what I did know of her or she 
of me? And what I could tell my parents about 
her? That she had a beautiful smile? I knew what 
my mother would say.. This isn't the way things 
are done. And she would be right. Damn it, I didn't 
even know her language, nor did she know mine. 
(71). 
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The title tale in It Was Dark (1986) depicts the plight of an unmarried 
girl whose life has been marginalised after having been molested by an 
unknown young man, resulting in her illegal pregnancy and leading to a great 
shock. The story makes us aware of the trauma the parents undergo when 
their young daughter is kidnapped and raped.  
 
 "Silence" and "the feeling of isolation" predominates the house. The 
effect of the rape on the girl is heart-rending, it has turned her into stone and 
just "lies in bed and stares at the ceiling," (18) neither wanting to meet 
anybody or talk anything. The girl has blank, unseeing eyes. It appears as 
though she has seen a solar eclipse with her naked eyes and spots have 
appeared before her eyes, like clouds. More spots and then more clouds 
leading to darkness. The eyes which had turned to face her mother return 
back. The mother forces her daughter to tell her all that had happened and 
also about the man, and as if trying to ward off something, the girl moves her 
head violently which causes a wavering of her two thick plaits. The only words 
the girl utters are; "It was dark"(22). The silence in this story is of a different 
kind. It is the silence, the feeling of isolation, of a kidnapped fourteen-year-old 
girl brought back home after three days of abduction. It is the fear of being 
alone.  
 
 The story highlights maternal anxiety and paternal worry of handling 
the police case, medical termination of pregnancy and so on. The parents 
have to face this because only her menstruation can relieve them of their 
worst fears. They will have to go in for MTP. The innocuous sounding words 
are most obscene when used by the father for his fourteen-year-old daughter. 
The parents have to face not only the grief of the daughter and the risk of 
pregnancy but also the censure of the society, hidden behind the ugly mask of 
sympathy.  
 
 Deshpande evocatively brings out the despair of the mother who feels 
guilty for having never built a wall round her daughter. In Indian society, the 
girls have to live under so many margins. The mother remembers her own 
youth when she was marginalized with, 'don't and do's '. But she decides that 
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she won't let her daughter live behind walls. However, the daughter was told 
about few things when she grew up. But despite, her knowledge of biology, 
the daughter is sexually abused.  
  
 The incident tosses the mother back to her own past when she was 
just eleven and had to see what the suitor had willed her to see. As a girl she 
was frightened to see a man exhibiting himself. And after that the fear of such 
violence had always been a part her, "the fear of invasion". (24) Since then 
this fear continued even after her marriage. Submission is the answer she 
was taught and it made things easier. She remembers her mother whisper to 
her with her face turned away in embarrassment: "You must submit." (24) The 
directive had left no choice with the woman but to submit herself to her 
master. As a wife, she had done what was expected of her and helped to 
make things easier. Does she imply that even after marriage, sex by husband 
at times can be a rape? Thus in a male- dominated society, the girl is taught 
to surrender to the male desires is also highlighted in the story. But the 
protagonist of the story wants her daughter not to submit to such 
dehumanising attitude of the society. 
 
 Thus, Shashi Deshpande has given convincing portrayals of daughters 
from middle class families. She has tried to show the Indian woman in her 
home who has no voice even in the decision about her marriage. 
Marginalization of woman as daughter is clearly indicated in these stories. 
She is sexually stereotyped by the conservative attitude. She is 
psychologically accustomed by the norms laid down by the traditional culture. 
These characters, though urban and educated, are firmly rooted in India with 
the weight of centuries of tradition and culture behind them. It would be wrong 
to think Shashi Deshpande as vocal feminist. She writes about the dilemmas 
faced by womenfolk but without a plea for radical change. Reconciliation, 
stoicism and self-denial remain the major governing principles of her women 
characters. (Singh: 155) That is why they cover their real feelings or attitudes. 
They are too weak, too docile to shake off the shackles and this is what 
heightens the problems for most of the women characters in Shashi 
Deshpande’s stories. We can say  from the above discussion that the issues 
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which Deshpande feels strongly about are the degradation that women 
experience and continue to experience and the subordination and inequality. 
As a writer, she highlights the secondary position occupied by women and 
their degradation which is inevitable in an oppressively male-dominated 
society. She gives us a peep into the state and condition of the present-day 
woman who is intelligent and articulate, aware of her capabilities, but thwarted 
under the weight of male chauvinism.  
 
 Antagonistic Daughter-Mother Relationship  
 
 In recent times, the traditional notion about womanhood is undergoing 
a change. The changed climate of familial relationship is also influencing the 
role of woman as daughter. Under the impact of changing socio-cultural milieu 
the woman as daughter is likely to have a different pattern of role sets which 
may be quite different with that of their traditional role-sets. Moreover, under 
the changed circumstances, the role-taking and role-performance as well as 
the attitude and aspiration of the girl are likely to reflect the characteristic 
features of newly emerging urbo-industrial social system. (Ross: 232) 
 
 In India, generally, in the socializing process of the daughters the 
mother's care and control plays a vital role. It is believed that this role 
relationships between a daughter and a mother is more cordial than her other 
role-relationship. Indo-Anglian writers, especially women writers have shown 
this relationship in various lights. Shashi Deshpande too has given a very 
sensitive portrayal of daughter mother relationship. The stories discussed 
under this topic deal with a similar theme, i.e. daughter-mother estrangement 
that ends in reconciliation.  
 
 The daughters in these stories are shown having no intimacy with their 
mothers who are unable to tolerate such indifferent attitude try to bridge a gap 
and more or less they get success in reuniting with their daughters. The 
reasons presented behind the daughters' antagonistic behaviour are various. 
For examples, generation gap, less education of mother, husband's death, 
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modern wayward ways of the daughter – all these reasons work behind the 
indifferent attitude of daughters towards their mothers. Another point to be 
observed in some of these stories is that there is a strong influence of father 
upon a growing daughter. The breach between the daughter and the mother 
is removed only after the daughter either passes through some crisis or is 
exposed to some bitter reality. However, in one of the stories, the daughter is 
so self-centred that there is no hope of returning to her mother. The plight of 
mothers of such indifferent daughters is analyzed separately under the topic 
'Motherhood and old Age'.  
 
            The daughter's attainment of puberty that ends her unnatural 
estrangement from her mother, who has had to suppress her maternal 
instincts, constitutes the theme of the story, “Why a Robin?’’ The story 
presents the hostility of a twelve year old daughter towards her less educated 
mother. Asked to write a composition on a Robin, the daughter seeks in vain 
help from the mother who cannot rise up to her daughter's expectations. The 
daughter, more close to the father, like him, ignores the mother who can tell 
her something about 'the peacock' but nothing about the 'Robin'. "It puts 
distances between them"(49) Disgusted at her obtuseness the girl turns to her 
father with a sense of surety. The daughter's tone lacerates the mother and 
leaves her as if with "bleeding nicks" all over.   
  
 The symbol 'peacock', that stands  for antiquity and the past tradition 
brings out  the plight of the traditionally educated or nurtured mother in the 
story, since 'robin' on which the daughter wants to write stands for modernity. 
(Geetha in Dhawan, 1991: 184)  
 
 The situation changes dramatically, however, when the daughter clings 
to her mother for comfort and security, on attaining puberty, thus giving a new 
meaning to the mother's life. This time it is the mother she wants to comfort 
and nurse her. The womanhood brings them closer. Sudden flush of blood 
and abdominable pain frightens the woeful daughter who has suddenly grown 
to womanhood. The daughter's fears are allied by the mother who talks to her 
gently, "trying to make her feel it is natural, a part of growing up, something to 
 65
be welcomed, accepted." (56) The bridge is built between the two due to the 
realization that both suffer similarly in life. The episode unites the daughter 
with her mother. 
 
 The daughter in the story "My Beloved Charioteer" is a widow who has 
confined herself in a circle of gloom and remains all the times in her pains. 
She remains a sort of foreigner. The death of her husband has left infinite 
bitterness in the daughter, Aarti. The tragedy in her life makes the daughter 
bitter towards her mother who silently suffers her daughter's indifference 
towards her. She is unable to lift up her sorrow which she never reveals. She 
never shares anything with her mother and she even hides her sorrow. The 
mother is full of pity for her daughter who could turn happiness into a wrong. 
The daughter keeps a distance. While the mother enjoys the company of her 
grand-daughter, to lessen her sorrow, she takes refuge in her father's room. 
"For Aarti, it was always her father ... Even after his death; he can give her 
something I can't." (51) It suggests the strong influence of a dominating father 
upon a growing daughter. At this time the mother open's her daughter's eyes 
to the true character of her father which results in the reconciliation of the 
daughter with her mother.  
 
  
 
 
 
 
 
 The picture of casual, careless and impertinent young daughter is seen 
in the character of Madhu in the story of that name. She is shown intolerant of 
her parents and even shamelessly takes advantage of them. Deshpande has 
given an unconventional image of a daughter in her. She always finds her 
parents obstructive and suspicious. She says, " I have to face this how, what, 
where, when every day of my life. It's too boring." (46)Thus, she rejects the 
age-old traditional values represented by her mother. 
 
Despande in the stories not only stresses upon 
the darker experiences of a woman's life but also 
emphasizes the significance of the mother's role in 
motivating a daughter to live and rise above the 
debasing sentimentality. (Adhikari in Dhawan: 
1995: 76) 
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 Moreover, the estranged mother daughter relationship too is 
emphasised in the story. Madhu has no intimacy with her mother. She never 
shares anything with her. In fact, she treats her mother like a stranger. Her 
mother's pain is revealed when she says, "There's Madhu... treats this house 
like .... a hotel. A place to eat and sleep. We can't even ask her where she's 
going or when she'll return home. She flares up. And no help at home at all." 
(48) 
 
 Not only in her nature but also in her looks and dress, Madhu is 
portrayed as an unconventional way. She is scrawny, the boyishness of her 
figure accentuates by the heavy, rather masculine jeans she wears, 
incongruously, and however, she has a gloriously long plait hair that falls 
below her hips, which is the only feminine trait in her. According to the 
narrator, "Madhu, I had realised, was one of those rare Indian females who 
look better in trousers." (49) 
 
 Madhu's parents are anxious about their daughter's wayward ways. It 
hurts to find how little she cares for them. The eternal cry of the human parent 
is put in the following words of Madhu's mother when she says, 
 
 
 
 
  
 
 
 However, there comes a change in such an indifferent attitude of 
Madhu towards her parents when her father suffers a serious heart attack. At 
first, she takes the news with the greatest composure. But then she gives way 
to her agonised thoughts into sobs. She starts understanding the value of 
relationship and her duty towards her parents. She cannot bear the thought of 
her father's separation from her even in a dream. 
  
"God knows what's wrong with them. Or may be 
something is wrong with us. But what? We give 
them every thing and expect so little ... just a bit of 
affection. But no, they can't even give us that. Do 
they ever think of us at all?" (49-50) 
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 Thus the story depicts the transformation of a wayward daughter into a 
mature one who realises that 'sacrifice' is a noble virtue in human beings and 
in a mood of remorse remarks: "I'll sacrifice something I like very much and 
maybe I'll get the other thing" (52) She sacrifices her long hair in order to get 
something which she loves more, i.e. her father's good health. This is, of 
course, a vague realisation on her part, and a belated one too. But 'All's well 
that ends well.' 
 
 The relationship between a widowed mother and daughter is again 
analysed in the story "And Then". The unconventional picture of daughter 
emerges in the story when she goes abroad leaving her widowed mother 
alone. The mother remembers that on her first day in school, the sobbing 
daughter had entreated: "Amma don't leave me here and go, take me with 
you, I want to go home with you." (150) Now it is mother's turn to plead 
pathetically: "don't go away, don't leave me alone and go away, don't leave 
me alone here, I'm frightened"(150) 
 
 The daughter, Anju is so self-centred and ambitious that she wants to 
live her life independently and is not concerned about her widowed aged 
mother. She is so determined to go away that nothing can change her 
decision. The mother remembers her grandmother who had six sons and two 
daughters and who had never stopped working. The mother very clearly tells 
Anju that she is selfish and doesn't think of anyone but herself. Anju's reply is 
a great shock to her.  
 
  
 
 
 
 
 
 Moreover Anju doesn't even listen to the mother's argument that she 
should get married first. Generational gap, personal ambition or insensitivity 
‘Selfish? Maybe. But I'd rather be selfish than 
become like you.... Amma, would you really like me 
to sacrifice myself for you? And become bitter and 
hate you and myself for it? No, Amma, I can't, I 
won't do that. And it's my life after all. Let me live it 
the way I want. ‘(151) 
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on the part of daughter? Call it what we may. The daughter goes away leaving 
the mother behind. 
 
 Thus the recurring theme in the above discussed stories is daughter's 
hostility/antagonism towards her mother. The causes of this vary from case to 
case. The mothers try to forge a relationship with their impervious daughters 
who are reconciled to the situation at the end. Even the reconciliation which 
comes to this relationship differs in each case. In 'Why a Robin', it is 
daughter's growth to womanhood which brings her closer to her mother. The 
adolescent girl is harrowed by this sudden change in her female body. She is 
helped by her mother to accept it naturally. The dramatic conflict that harrows 
the adolescent girl at puberty: she cannot become 'grown-up' without 
accepting her feminity; and she knows already that her sex condemns her to a 
mutilated and fixed existence, which she faces at this time under the form of 
impure sickness and a vague sense of guilt. In "My Beloved Charioteer" it is 
the mother's bold revelation of the true character of her husband brings her 
daughter near to her. The careless and impertinent daughter of "Madhu" 
understands the value of the relations when her father suffers a serious 
cardiac problem. The only story which depicts a selfish and ambitious 
daughter is "And Then". There is no hope of reconciliation in this relationship. 
The story is about the filial ingratitude on the part of the daughter summing up 
it can be said about these stories that Deshpande has given some convincing 
portrayals of girls and especially her relationship with her mother.  
 
 Antagonistic Daughter – Father Relationship 
  
 The operative sensibility in Shashi Deshpande short stories is distinctly 
female – her travails and privations, tensions and irritations, pains and 
anguishes. Deshpande throws light on almost all the major role-relationships 
from which a woman passes through her whole life. The previous discussion 
tried to analyse the daughter-mother relationship while the stories under this 
topic focuses on the daughter-father relationship. The foregoing discussion of 
daughter mother relationship shows that the daughters are in cordial terms 
with the fathers; while this topic presents that there is no compatibility 
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between daughter and father. The daughters share love-hate relationship with 
father. The reason behind this hostile/estranged relation is neither the 
patriarchal attitude of the father nor rebellious nature of the daughter. It is 
something different. In one of the two stories that are discussed here, the 
protagonist is insensitive towards her father's feelings and the realities around 
her. It is only after his death that she becomes aware of her father's object 
condition, while in another story the protagonist is a little girl who suffers the 
inhuman indifference of her father because she is the illegal child of his wife. 
She fails to bridge the gap with her father. Deshpande very sensitively 
portrays the girl who finds herself entangled by desires and despairs, fears 
and hopes, loves and hates, withdrawal and alienation, and suppression and 
oppression. The themes of both these stories are very sensitive. About the 
subject-matter of the stories of Shashi Deshpande, the remark of R.S.Pathak 
is worth quoting here. 
 
 
 
 
 
 "The Shadow" is a story of a child girl's experience of being neglected 
and rejected by her father because she is not his child but his wife's 'fault'. 
She is shown as silent and grey like shadow in the story. The husband 
accepts his wife and her child not out of any generosity but because he is 
concerned more about his social prestige and their children.  In fact, he has 
not forgiven her and treats both of them very cruelly by neglecting them. He 
punishes his wife by excluding the child from father's love. 
 
 The girl child is made to feel that she is different from her brother and 
sister. It is not only that she looks different but something else which she 
cannot get hold of.  Though a child still the girl knows that she is sent to the 
school which is inferior to the one where her brother and sister study. She 
dreams of going to just another such school, 
She has sensitively treated typical Indian themes 
and has portrayed contemporary middle-class 
women with rare competence. In a wider sense, 
her subject matter is nothing less than human 
predicament. (Pathak: ix) 
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She dreams of it all with such passion that it becomes more real to her 
than her own school, which "receded and became insubstantial and shadowy 
like a dream." (55) Moreover she is not allowed to go to dance class where 
her sister goes. The father does not take her to swimming along with the other 
two. Not only is this but she is made to sleep alone in a separate small 
veranda off her parent's bedroom. She knows that she is not treated equally 
with her brother and sister. 
 
 The mother feels helpless as she dares not go against her husband 
who shows complete indifference towards her child. She suffers on seeing her 
child being always left out. The mother admits her fault and she is paying 
terribly for that one moment of weakness. Moreover she has not kept her 
husband in dark. She is ready to suffer any punishment from her husband but 
she being a mother, cannot tolerate seeing her child being punished for no 
fault on her. Her cry for mercy for her child is seen in the following words 
when she asks her husband, 
 
  
  
 
All her appeal falls flat on her husband who cannot forget that his wife has 
committed adultery and thus has brought 'dishonour' on him. In order to 
punish her, he callously neglects the child who craves for the father's love. 
 
 Child though she is, the girl knows that her struggle is with her father 
and not with her mother. She has lived in a silence and solitariness for so long 
that it seems to be the only way of living. But now, the doubts within her have 
begun finding shape and form as questions she flings at her mother. The 
question that recurres most often is the one she asks herself ... 'Why am I 
Of having a uniform like them. And shoes. And a 
red leather satchel that she could carry on her 
back, instead of the cloth bag she carried  slung 
over one shoulder. (55) 
"I'll lie on a bed of nails all my life, But she... that 
child. I can't bear to see her. Have you no pity? 
What wrong has she done?”(61) 
 71
different?' (54) Once all the whys that have been gathering inside her since 
her birth explode into a large one which shatters all her composed resolution 
which remains unanswered. She cannot move him. That night she hears her 
father telling her mother that the fault of the child is that it is born. This leaves 
the girl puzzled. She thinks in despair how her having been born can be 
wrong and how she can put it right.  
 
 Thus with all such incomprehensible thoughts, she decides to please 
her father with\by succeeding in her study. But to her great sorrow, it too does 
not work. She had longed to see the expression, the response, she had so 
desired. For the first time, she is full of hatred anger towards him. But with 
these feelings there arises a positive feeling of self-assertion in her when she 
says to herself, ''Whatever they say, I was born. And I am, I am". (63) The 
words fill her like a triumphant, resounding cry. Perhaps the writer wants to 
mean that the girl will no longer remain in shadow as soon as she gets the 
light of her existence. And the end of the story suggests that it is the 
beginning of the knowledge about her. 
 
"An Awakening" is a pathetic story of a young girl's sudden awareness 
of the harsh realities of life. Deshpande very sensitively depicts the dreams 
and aspirations of a young girl on the threshold of life who is forced to come to 
a compromise and take on the responsibilities of her family on her young 
shoulders. 
  
 The protagonist, Alka's father who has started as a portal clerk 
continues to be one without any change. Hers is a lower middle-class family 
of six living in a chawl with "meaningless jumble of people milling round." (21) 
Where nothing is private, not even your thoughts." (23) Alka is not content 
with the life she lives. She doesn't want to ruin her life by being just a typist. 
She constantly blames her father for giving her this trivial life.  
 
   
  
 
.....he’s.... A blind fool. And it isn't optimism but 
idiocy. If only he hadn’t been so smugly content  
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 The poor man helplessly stomachs all the taunts of Alka who is 
insensitive to his feelings and the realities around her. She adamantly holds 
on to her hopes.   
 
 Alka is a girl who desires something more from life than this, 
"something beyond and above this shoddy way of living." (23) What keeps 
Alka apart / different from the ordinary conventional woman is her desire for 
meaning in life. She wants to live a meaningful life. She nurtures a strong 
aversion for the life which her father is leading "having achieved nothing, been 
nothing... He said nothing that was not trivial, did nothing that had any 
meaning "(25) 
 
 Alka is a brainy girl who "will make something of herself" who has some 
guts, some spunk in her. Alka dreams of passing the examination with 
distinction and going abroad for further studies, and come back and take up a 
job: "Put up my hair and wear glasses and crisp ironed sari like the girl I see 
on the bus stop every day.... And live in a house with a room of my own. A 
house that smells nice. "(24) But Alka's dream world remains a dream only 
when her father dies leaving for her "Only duties incompleted, responsibilities 
badly shouldered and empty tears." (25) 
 
 Alka's world shatters and breaks not "into pieces, but into dust, into 
nothingness." (24) She is now a girl with a million unfulfilled dreams. She 
realizes that she was dreaming of impossible things. Realising that now there 
is no escape from this dull, meaningless reality, she starts shouldering her 
father's burden with contempt for him. The "shoddy way of life" which she has 
resented so much is what she has to put up with and she takes up the job of a 
typist but hates herself for what she has become. 
 
with what he is, with what he has, maybe we'd 
have got out of here some time. I can't forgive him 
for being what he is; I'll never forgive him. (21) 
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 However, guilt and pain surmounts her when on seeing her father's 
letter to his brother, she realizes how insensitive, she has all along been to 
her father's love for her and to his abject condition: "Tears roll down. But they 
were not the tears of childhood. They were the first tears of adulthood, bitter, 
salty and painful." (26) Having to shoulder the family's burden after her 
father's death, Alka becomes aware of the reality of her situation which has 
the effect of dissipating her resentment against the world for making her give 
up her dreams of being different from others and freeing herself from the 
automation of her painful past.  
 
 This is what the awakening of a young girl in the story who is abruptly 
ushered into the adult world and made to conform to what is ordained by 
society and family 
 
 Thus, Shashi Deshpande has dealt very minutely and delicately with 
the daughter father role-relationship in both these stories. There is the 
awakening in the protagonist of both the stories. In 'An Awakening' Alka give 
up her resentment against the world and accept the reality. There is the 
awakening of the realization of her responsibilities towards her family. And in 
'Shadows', the little girl comes to an understanding and is able to cast off the 
burden of her being different. She too accepts the reality which leads to 
ascertaining herself. Thus the portrayal of woman as girls in the short stories 
of Shashi Deshpande presents the picture of a marginal girl who has no 
freedom to voice her desirtes.  Deshpande gives a true picture of the 
authoritarian family where woman becomes just a fluid with no shape, no form 
of her own. Shashi Deshpande in these stories focuses on the sacrifices 
which Indian girls have to make in her marginal sphere of life. These 
sacrifices made by them in the matter of their marriage are all dictated by their 
anxiety to avoid commotion of their lives. Moreover she writes about the 
dilemmas faced by women folk but without a plea for radical change. 
 
 Other recurring themes with which Deshpande deals are: Mother-
daughter and father-daughter relationship. She very sensitively portrays the 
girl who finds herself enmeshed by desires and despairs, fears and hopes, 
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loves and hates, withdrawal and alienation, and suppression and oppression. 
The themes of these stories are very sensitive.  This shows that the operative 
sensibility in Shashi Deshpande's stories is distinctly female and modern. She 
is a sensitive writer of the contemporary Indian life who deals with the themes 
such as frustration, guilt, loss and loneliness. As G.S.Gamur remarks, "She is 
at her best when she works out her themes in terms of intimate human 
relationship, generally within the family." (Amur in Deshpande: 9) Truly, 
Deshpande uses the story as a medium of moral and psychological analysis 
and her focus is almost invariably on the inner life.  
 
As a Wife: 
 
 Alienated Self 
 
 Shashi Deshpande who has carved a niche for herself in articulating 
the bitterness and desolation of her women characters, enters into a broader 
arena and grapples with the complex theme of alienation in her short-stories. 
Aspects of Existentialism are in evidence in the total framework of her stories. 
Its emphasis on the alienation of man from an 'absurd' world, his consequent 
estrangement from "normal" society, and his recognition of the world as 
negative and meaningless - presents the sensitive individual, fragmented and 
spiritually destroyed by the particular social conditions of life, a life complex 
enough to make him obsessed. This particular phase of existentialism – "the 
one alone," the man who has no record - seems to be the theme of some of 
the stories of Shashi Desphpande. 
 
 The central theme of husband-wife relationship with which Deshpande 
deals is governed by the existential tones. Her stories generally centre round 
family relationships particularly the relationship between husband and wife 
and the latter's dilemmas and conflicts. Her main concerns have been the 
annual and boredom of housewives living claustrophobic life with their 
husband and children. According to Ram Sewak Singh and Charu Sheel 
Singh, "Her philosophic stance is existential but the treatment is 
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psychological. Various shades of marital relationships interest her discord, 
separation and depression as much as love, loyalty and levels of 
understanding." (Singh: 154) 
 
 The theme of husband-wife alienation and marital disharmony, though 
not a new theme gains depth and meaning in these stories. This alienation 
results from lack of communication and temperamental incompatibility 
between husband and wife. Due to the indifferent and insensitive 
temperament of the husbands, the wives feel isolated. They remain 
untouched with the care, warmth and love of her family, especially her 
husband. The sense of isolation pervades the thoughts of the protagonists of 
these stories. They feel discontent with the dull routine of the days and the 
unchanging pattern of their life.  The woman’s great disquietude, alienation 
and frustration are beautifully suggested in the story. 
 
 Loneliness is not something unique, but is, in fact, a characteristic of 
the society of our time. Today, many individuals feel alone, unrelated to 
others, unable to communicate with those around them, unable to feel at one 
with them, unable to feel at one with them. This problem of an individual who 
feels emotionally and spiritually alone forms the backbone of Deshpande's 
themes. The inner yearning of the lonely and alienated female characters for 
understanding and affection is beautifully depicted by Shashi Deshpande. The 
moving description of loneliness leaves a lasting impression on the reader's 
mind. All the protagonists in these stories suffer from a sense of isolation that 
is not merely physical but also emotional.  This estrangement from which they 
suffer is, in fact, the consequence of the absence of desired relationships 
rather than the absence of contacts, the lack is not of company but of 
companionship. They find themselves alone and anxious in a world in which 
they lack emotionally satisfying social affinities. 
 
 Apart from the sensitive portrayal of mother – daughter relationship, the 
story 'Why a Robin?' presents the incompatible marital life due to the 
insensitivity of the husband. The wife feels totally alienated from her husband 
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as she goes to the bed room: "Two single beds. Two islands that nothing can 
bridge. "(54) The husband seems to be incomprehensible to her. There is no 
"bridge of passion" which can unite them. The situation is nothing less than an 
insoluble puzzle for her: "Have they locked me out or I have locked myself in? 
(52) Her efforts to partake in the husband's means of enjoyment (music, etc.) 
are withdrawn by the apprehensive and unanswerable retort: "What do you 
want?"  (54) She is frightened at the thought that he may dismiss her from the 
place by asking her the above question. So she does not want to intrude into 
"his special place, his retreat, and the place where he can be most alone." 
(54) 
 
 Thus, due to the indifferent and the insensitive temperament of the 
husband, the wife feels isolated. She compares herself with the chameleons, 
which changes colours according to its surroundings. She too is different for 
different people. 
 
  
 These words convey a pathetic situation the wife is in. She longs for 
their love but she is not given her identity. Moreover, the above passage hints 
at how she feels insulted and dwarfed by her in-laws because they can never 
forget that their son has married "below him". They behave indifferently 
towards her as if she has committed some great crime by marrying him. She 
tries her best to make everyone happy but in vain. Whenever her in-laws visit 
them she makes endless efforts to tidy the house which remains "dull" and 
"dead" despite all her hard work. She slogs in the kitchen and prepares many 
dishes to impress upon the in-laws to show them that their son is well looked 
after. However, she is completely ignored at the dining table. "The talk flows 
above and around me and leaves me inviolate. An outsider in my own 
home."(52) In such a situation, the wife feels alienated from her husband. To 
With my servants, I am authoritative and just. With 
my parents, I am happy-go-lucky, irresponsible. 
With my husband and child I am foolish, stupid, 
inarticulate. When I am with them I become dull 
and brown. No, not even that. I lose colour 
completely. And with his family too.(52) 
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Ann women experience themselves as the fulfillment of other people's needs: 
"Men seek relief from their alienation through their relations with women; for 
women there is no relief. For these intimate relations are the very ones that 
are the essential structures of her oppression." (Foreman: 102) 
 
 Moreover, the wife has sacrificed her identity and given up all her 
needs. She feels that she will need a whole life to frame her wants into words. 
She has followed the course of self – abnegation and whittled all her wants 
out of fear. An existentialist would say: "I exist. Therefore I am." In the case of 
the woman, there is no "I" – perhaps she does not exist at all. 
 
 The woman suffers from a sense of guilt for being a total failure – as a 
wife, as a companion..." (52) Though the husband and wife never quarrel 
among themselves but between them "there is blankness." (52) The painful 
silence pervades between them. She thinks, 
 
  
 Thus, through this story Deshpande presents the normal position of an 
Indian wife that is anything but central; she is ignored, insulted and dwarfed.  
 
 The Intrusion and Other Stories opens with the story called "The First 
Lady". Smugness is another trait woman has come to acquire over the 
centuries of subordination in society. This idea is brought out very well in this 
story. The protagonist of the story is a fatty, old woman of nearly seventy. She 
finds life quite boring and meaningless, though she is the wife of a Gandhian 
with three children and all the comforts of modern life. The story is presented 
with flash-back technique through the memories of the past. 
 
 Coming from a rich family, the protagonist falls headlong in love with a 
young Gandhian patriot lecturing in public meetings. "His white Khadi clothes 
But I know he would walk out on me the way the 
child has, irritated, impatient, but not angry. He is 
rarely moved to anger. But his silences, more 
eloquent than any anger, freeze me, (51).  
 78
and his burning patriotism had given him a romantic halo.  And so she had 
brushed away her father's fears."(6) She marries him against her father's 
wishes, giving up silk saries for simple Khadi wear, without a pang. 
"Adjustment had not been difficult for her. (6) She adapts herself to the family 
milieu of her in-laws, where even asking "for a cup of tea, particularly during 
pregnancies... would have been blasphemy."(6) As a traditional wife she 
starts living life full of total submission changing herself according to the new 
atmosphere. 
 
 Sadly the wife was living under the illusion. After wedding, there was 
no time for regrets, not time to think, no time even for love. Swept away by the 
frenzy of the struggle for independence the husband had been frequently in 
and out of jail, leaving the house-hold and other responsibilities to her 
shoulders. But this illusion breaks when she realized the truth that, 
 
 
 
 
 
By the time she realized, they already had three children. After this, she finds 
life becoming dull and petty. 
 
 At this juncture another man, the husband's devoted disciple, makes 
his entry in the house. Her deprivation makes her sensitive to his admiration 
of her beauty "through surreptitious looks and nebulous signs ". (7) In the 
hearts of her heart she desires him "to touch her, hold her (and) have her" (7) 
However she felt ashamed of her desire. The young man dies, however, in a 
police firing. In her old age she laughs at her lusting for him. Like Keats' bold 
lover in Gracian Urn, he lives in her mind eternally young and always loving 
her and she can have the satisfaction that he did not live long enough to see 
her aged and fat. 
 
 Now at the age of seventy, she watches her reflection into the mirror, 
trying to remember her face when she was young. But she failed to visualize 
…the passionate and dedicated face she had 
fallen in love with was incapable of loving another 
human being. (6) 
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herself. This suggests that the protagonist is aware of the loss of her identity. 
She is trying to search her real self which is faded by the life after marriage. 
Now the wife prefers to live in ignorance as far as the husband's politics is 
concerned, but it becomes exasperating when her blunted sensibility refuses 
to register in her mind even the thrill of independence in 1947. It takes a very 
long time for her to realise that her husband is a seasoned politician. She 
gradually comes to know that he is living a pompous life with illusion about 
himself. But she had some pricking of conscience about destroying his illusion 
about himself, "especially the one that he was indispensable and powerful." 
(3) 
 
 Everything seems to her quiet hypocritical. She thinks with a touch of 
petulance, " I don't want to smile and fold my hands and mouth inanities to 
people I don't care for. And who care nothing for me either. Only for what I 
am."(1-2) For her the celebration of the Independence Day is one of the " 
formal, dull functions. Cold and correct. And meaningless... "(3) The 
protagonist knows that her husband has been exalted and uplifted and that 
now he has become selfish and self centred." And that's why 'want' and 'have' 
have become the keywords instead of 'sacrifice' and 'self-denial'. And 'I' is the 
invariable prefix." (5) 
 
 The protagonist gets tired of such life which is full of sham because "it 
relates to nothing but one's own petty concerns." (4) Once she had tried to 
say this to her husband who aggressively replied, "What's wrong with being 
comfortable?" (5) The protagonist ponders over this questions and thinks, 
 
 The protagonist thinks that they put on masks on such functions. They 
hide their real self. She gets distraught of life because "there's no truth in 
anything we do or say." (5) It becomes very difficult for her to live such a 
double and false life. But for her husband everything is easy. "I can't do this 
I love my comforts too... But the whole price has 
not yet been paid. For me, this is part of the 
payment for those comforts, these public functions 
that I'm finding more and more irksome. (5) 
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as well as you do. You do it as if you were born to it. And perhaps you were. 
Who knows?" (6) It is difficult for her to keep up the pose all the time the polite 
masks, the soft murmurs and all these performances. She is fad up of this 
public look. For the public she is a dignified wife of a successful Gandhian 
patriot. "'The first lady' the magazines called her. Even sometimes, 'Our 
gracious and dignified first lady'. "(2) But no one knows the reality that how 
much she suffers losing her real self for this hypocrite life. Dissatisfied with the 
life she outpours herself in the following manner, 
 
 
 
 
 
 
 
 
 
 
 
 
 Such meaningless, false performances are hateful to the protagonist 
because behind such falseness, they hide their selfish motives. The 
celebrations on the occasions like one such give them a chance- 
 
 
 
 
 
 
 Looking sadly as her mechanical and dull life she thinks that "it had not 
been the beginning but the end of the glory "(4). 
 
Gracious and dignified! No, I'm only a tired, old 
woman, whose feet swell up to grotesque 
proportion after an evening like this. And then the 
doctors come and look concerned and murmur 
comfortingly about exertion and strain, about 
medicines and rest. When they know, and I know, 
that the real trouble is I'm too fat. And' I'm fat 
because I eat too much. And I eat too much 
because I'm bored. And I'm bored because there's 
no truth in anything we do or say. (5) 
…to show others how important they are. That 
they belong. All that they care about a job, a 
contract, a position, profits. And then she realized 
how much she despised them – these people, her 
husband too, and yes, even herself.(3) 
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 Women pay for their happiness at the cost of their freedom. Hear it 
becomes clear that marriage suppresses and binds woman. It leads her to  
aimless days indefinitely repeated, life that slips away gently toward death 
without questioning its purpose. Such a sacrifice on the part of a woman is too 
high, for the kind of self-contentment and security that marriage offers a 
woman drains her soul of its capacity for greatness. 
 
 Another matter which shocked her like anything is the one-sided 
decision by her husband to observe celibacy. He had almost harangued her 
when he said, "... since we don't intend to have any more children...' (7) And 
even quoted to her his entire master's principles. "The purpose of sex is 
procreation." (9) She was deprived of pleasure and she had agreed. ! In fact, 
she herself had succumbed long back to 'self – denial.' The above discussed 
point shows that woman is considered nothing more than just a breeding 
machine. 
 
 In this story "The Valley in Shadow", the heroine, being physically 
handicapped, experiences an acute inferiority complex. While on a holiday 
with her family at a resort, she feels it all the more as she watches her 
husband and child enjoying themselves: 
 
  
  
 
 
 The heroine of the story can be compared with the valley on which "the 
sun resolutely refused to brighten. All day it remained untouched by the 
sunshine, while the peaks on either side glowed triumphantly." (37) Just like 
the valley, she too is in shadow. Due to her physical disability she is not able 
to join the company of her husband and her child. While they go out for 
enjoyment the whole day, she remains at the hotel. She remains untouched 
with the excitement which her husband and her child share with each other 
laughing, running and clamouring all the day. She cannot follow them. Her 
pain is very acute. The word "crippled" makes her feel that she is different 
I who could neither walk, run, nor  enjoy like the 
others ? I carried my inability to enjoy with me 
wherever  I went (It was Dark, 39) 
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from the rest of the world. (people) This sense of isolation, non-belonging 
pervades the thoughts of the protagonist. People have never seen her but her 
legs with awkwardness, sympathy or condescension. 
 
 The heroine remembers how it was a matter of great worry for her 
parents to get their daughter married. Once a young man had consented to 
meet her and she had thought that perhaps he would see her and not her 
legs. When he agreed to marry her she had thought he had seen her. But she 
was wrong. After the birth of the child, a son, he started avoiding her. He 
seemed uninterested in her. To know the reason she had gone to him and 
tried to tell him without using words. 
 
 
 
 
 
 
 The decision to observe the celibacy in this case is one sided taken by 
the husband. And the reason behind it is very shocking. All at once the wife 
had known that the sight of her was distasteful to him. He had put up with her 
because of his desire for a son. This realization is very painful for the wife. In 
a last spurt of anger she had thought, "Why had he married me at all?"(39) 
But she had known the answer to that one as well. 
 
 
  
 
 
 
 
 
 
 The wife in this story is working in a government office. The man has 
married her despite her physical disability because he is interested in the 
Gently, and yet very firmly he had put me away 
from him and said, "It's better we don't." "Why?" I 
had asked him stupidly. And he had said, " After 
all, we have a son. " (39) 
He had married me for the usual reason... money. 
Not just the money my father gave us, but the 
money I earned each moth. And even if I was 
earning more than he did, the fact of my being 
crippled levelled out the difference between us so 
that he did not have to feel humiliated as he would 
have with any other woman. (39-40) 
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money which she earns. Again she is earning more than he does. Moreover, 
his male-ego would not feel inferiority or humiliated due to her being crippled. 
The story presents clearly the typical male-mentality which pervades in the 
conservative society like ours. 
 
  This way, the protagonist remains untouched with the care, warmth 
and love of her family, especially her husband. So since the day he had 
turned his back on her, she had closed her mind to him. "That night I had shut 
out forever all human hopes of any human contact." (40) She remained in 
shadow. But one day the shadows had lifted. As she came into contact with a 
man, a stranger at resort on holiday. She thinks, "And I wondered... had I got 
away at last from the bitter woman who dragged her resentment with 
her..."(41) The man communicated with her without any awkwardness, 
sympathy or condescension. It started her." It gave me a strange feeling as if I 
was flooded with sunshine."(39) She felt as if the sunshine illuminated the 
valley. She felt a strong attraction towards him. Though it was one sided, she 
once fell into the hysterical fantasy of an adolescent. 
 
  
 
 
 
Soon she felt ashamed of her fantasies she had woven round him, she with 
her crippled body. ".... what the hell is wrong with me, a 30 year old woman 
with a responsible job that I should behave like a hysterical adolescent ? " 
(43) 
 
 However the story ends with an optimistic note. Suddenly compassion 
flowed into her for her husband. "... it was as if the shadows had lifted." (44) 
So that, somehow, it suddenly seemed possible to talk to him. The feeling of 
isolation was receding gradually. She was coming out of the shadow. At last 
she had got away from the resentment she carried about her due to her 
crippled body. Now she was uncaring of how she looked. "And now, I had a 
feeling that if the valley was in shadow no longer, if the sunshine fell on it, 
The fantasy had been so strong I could almost 
feel the taste of his lips on mine, the smell of his 
cigarette in my nostrils. For a moment, revulsion 
against my own self filled me... (43) 
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perhaps even its bitterness and aridity would look beautiful."(44) It is important 
to note that each of her stories ends on a note of determination by its 
protagonist who resolves to take the reins of her life into her hands. 
 
  "An Antidote to Boredom" is a story of a woman dissatisfied with her 
existence as a wife of an indifferent man and finds herself involved with a 
young widower. The theme of the story is isolation and monotony. It depicts 
the ennui of a wife who starts feeling a kind of gulf between herself and her 
husband due to the schedule he rigidly sticks to. The wife gets bored of her 
husband's passivity, his blindness and his stolidity. Dissatisfied with life the 
protagonist thinks.  
 
 
 
 
 
 
 Her husband has never been demonstrative of his affection towards 
her. The dull and routine behaviour of the husband is the focal point of the 
story. They have been married for twelve years. Of the two sons, who 
provided at once the bridge between the two, one is dead and the other aged 
five is in school. The wife feels discontent with the dull routine of her days, the 
unchanging pattern of her life. She reveals her hatred for imperceptiveness in 
the following way.  
 
 
 
  
 
  
 
On the contrary, there is the boundless capacity for loving and giving in the 
wife which remains unaffected. For her the word love is used only in books 
and movies, not in reality. In her case it has been proved to be an illusion. 
Nobody had cared what I wore, how I dressed.  
My husband denied me nothing; but there was not 
one sari with association. Not one sari that was 
special to me because of something we had done 
together, something he had said to me. (64) 
I had felt in him incapacity to receive and for that I 
hated him at times, though I knew I wronged him 
by that. For he was not a wicked man, not harsh 
nor cruel. Only unperceptive. And dull. And 
dullness is to me an unforgivable crime. (66) 
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"And now the word was stored away at home, a skeleton in the cupboard." 
(67) With her husband, she feels it is just a habit. Love between them means:  
 
 
  
  
 
 
 
  
 
 
 The uncompromising stance that she subsequently assumes is 
ventilated through her dialogic imagination. Such women are alienated from 
the product upon which they work, i.e. their body. Tong observes: " A woman 
has  little or no say about when, where , how or by whom her body will be 
used."(Tong: 187)  
 
The protagonist feels that there is no affection at all between them; the 
only thing holding them together is habit and a child. There pervades dull 
barren silences between them that she feels life "yawning and yawning. Face-
splitting yawns. (66) But she goes unnoticed, her excitement, her 
restlessness, even her boredom and discontent too has passed him by.  
 
 Incidentally, among the chaos of discontentment a young widower 
comes in her life as an antidote to boredom. She happens to meet him 
frequently at her son's school. She is drawn to him. Their casual acquaintance 
soon develops into an affair which has the effect of making life absorbing for 
her.  
 
 So "the demon of discontentment" brings her to "strange situation, 
sitting with a strange man in his car, exchanging pleasurable glances with 
him." (66) For the first time she finds that a kiss which is a "preserve of the 
young or of people in books and movies... something to be indulged in behind 
.... a body to be loved once or twice a week, so 
that lovemaking become just another chore.  Dull, 
like treading a path one had walked many times 
before so that at the end I would lie awake, 
wondering, thinking about those women who did it 
for money and did they have the same feeling of 
being cheated, of being defrauded of something 
that was the right of our womanhood? (65) 
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closed doors, prelude to something else." (67) can open new vistas of 
pleasure and excitement. She feels that life can be lived at an intense level in 
the enjoyable company of that man. "... it was more often joyous, exciting. 
And the thought of meeting him kept me keyed up to a more intense pitch of 
living. His frank admiration was as refreshing to me as cold water on a hot 
day." (64) She feels being wanted. "There was a sweetness in our relationship 
that made it impossible for me to wish it away." (64) 
 
 Though the wife is enjoying his company, she is constantly nagged by 
the doubt whether she is merely seeking an antidote to boredom in her affair. 
She develops, however, a feeling of guilt towards her son, though not towards 
her careless and indifferent husband. 
 
  
 
 
 
  
 
At other times she experiences a conflict between her loyalty to her husband 
and her infatuation for the stranger. The moral sense, in her, tries to refrain 
her from proceeding any further in this relationship. She tries to ignore the 
feelings of passionate desire between them because she knows how it would 
be afterwards. 
 
   
  
 
 
 
Plagued with such feelings of guilt and shame, she once plans her holyday 
with him during her husband's ensuing tour to Delhi. It is at this juncture that 
the husband invites her to join him during that trip. Startled at the unusual 
invitation, which would result in the miscarriage of the anticipated pleasure 
"No, there's no guilt. Why should there be? As long 
as his world isn't disturbed, at least obviously, he 
doesn't care..... I felt no guilt towards my husband, 
because I would be depriving him of nothing, 
nothing he wanted." (64-65) 
I would never be the same again. I knew I would 
sit in my own home feeling and interloper,...., 
making me feel a criminal ... The  very thought of it 
made me guilty towards Rahul. (65) 
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with the other man, she evasively replies: "Next time perhaps. I don't feel life it 
this time." "If I were you, I would make it this time.'' (68) 
 
 But when her husband, cool and composed, hints at his being aware of 
the goings-on between her and the stranger, she retraces her steps, as it 
were, and resumes her role of a docile wife. A flood of shame and guilt 
sweeps over her with a revelation that she was pursuing the mirage. She 
suppresses her longing for adventure so as not to disturb the even tenor of 
her life. She lets the opportunity go, bitterly regretting it later that "it had been 
no mere antidote to boredom, but the best part of my life." (69) 
 
 According to G.S.Amur who has prefaced the book and considers this 
the best story in the collection, the story "dramatises the suffering of a woman 
who makes an unsuccessful attempt to escape from the prison of her fixed 
role as wife and live a life of spontaneity." (Amur in Deshpande: 13) In the 
story, the phase of protest mantfests itself in the excitement experienced by 
the anonymous wife and in her discovery that life can be lived at an intense 
level. The figure moves on, almost in ecstasy, justifying her thoughts on 
personal grounds. At no point in the story is the wife assailed by doubts and 
misgivings. Till the end, she argues for the legitimacy of her need to rebel 
against her dull existence and the only pressure that may counteract her need 
derives from her fear of further isolation.(Seshadri: 134) 
 
 It can be said that the middle aged wife of this story is one who goes 
against the norms of the society and temporarily strays from the fold but she 
has no regrets for her act. Worn out by the programmed questions and 
answers of her husband, she finds solace and happiness in the company of a 
widower who cares for her. The husband and the wife are completely 
estranged though they live under the same roof. She recollects that neither 
her smile nor her tears are ever noticed. (61) She is ignored and taken for 
granted. Does she feel any guilt? "No there is no guilt .....he doesn't care." 
(64-65) To him love-making is a 'chore', something 'dull'. She drifts into the 
arms of another man. 
 
 88
 But is the decisive step taken because of boredom as the title 
suggests? No. It is ironically worded. Her feelings are made amply clear by 
the closing thoughts of the protagonist in the story: "And as if a dam had...... I 
let it go." (68-69) The feeling of loss is evident. She oversteps the boundaries 
of societal and moral propriety because she is neglected, because she has to 
shed tears for her dead child in secrecy, because there is chasm between her 
and her husband. No Savitri would stay in this manner. Her attempt to satisfy 
her emotional needs is a clear defiance of the sati image that insists on the 
negation of the self. Her defiance is short-lived but she rises against the 
oppression and neglect practised by her husband. Again, it must be noticed 
that she returns not because she is afraid of the conventional morality but 
because she realises that her husband in his own callous way 'cared' (68) for 
her. 
 
 Cultural alienation is the theme of "The Alien". It tells the story of a 
woman who prefers to socialize. Shashi Deshpande employs the third-person 
narration effectively in the story, "The Alien", which centres on the nostalgia 
and the anguish of an Indian woman in England who suffers from a sense of 
alienation and rootlessness. 
 
 She comes to England after marriage. It is for her "a grey world.' She 
associates the colours with hopelessness and despair. In a spurt of anger she 
thinks, "Even a fog would he better than this nothingness."(55) The wife in the 
story feels utterly isolated in this 'hellish place'. She feels nostalgic for the 
warmth of her country, for the old song from an old Hindi movie and even for a 
curious medley of smells. "Jasmines in summer. The night queen. Ripe 
mangoes. Fresh ghee, liquid and brown, Spices."  (60) 
  
 What tortures her most is the silence, 'A sepulchral silence; It feels her 
with uneasiness. At times she hungers for company, for conversation. Even 
some brief moments of contact mean much to her. She thinks, "Noise, any 
noise, was welcome." (58) Once when her husband had gone North for a 
seminar. 'She had lived with silence for a whole week?' (58-59) The only 
words she had heard had been.... 'Ta, love. Sorry, dear, we don't have that. 
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How many bottles, darling? '' (59) She wishes to keep the silence away from 
her. It is the T.V. – the faces on the screen – a woman smiling – a man 
working – that appears more real than those walking like ghost on the streets. 
The music and the dancing, singing boys and girls on the screen, keep 'the 
sepulchral silence' away and she does not feel alone.  
 
   
  
 
 
 
  
 
 
The protagonist feels a sense of non-belonging in this grey silence. "A grey 
fog that cut her off from everything." (62) She feels as if she is a ghost who 
moved invisibly in a grey world people by blank-faced strangers.  
 
  
 
 
 
 
 
 Nobody ever notices her presence or rather her existence. The 
problem of alienation is clearer when the protagonist that she is "sniffling and 
snuffling, walking like  a brown ghost among people who don't know I exist." 
(56) With this painful experience of non-belonging, the protagonist feels to be 
deserted, ''deserted not only by others. But by all the myriad beings that had 
gone into the making of her.'' (57) 
  
 Moreover the protagonist is keenly aware of the humiliation meted out 
to immigrant like her. She remembers that she was once humiliated at the 
England Airport. The man there had said, "Bloody women. Why the bloody 
She sat down to watch. The room was filled with 
noises. No more silence.  It became warm, 
peopled by  faces that were more real than  the 
rows of blank faces outside. These  people ... they 
were all her friends.  She was not alone now, 
because they  didn't exclude her.... she was part 
of them, a real person, not a ghost whom people 
looked through. (62) 
It frightened her, the way people  looked past her, 
through her, over  her, beyond her. The Tube 
particularly terrified her. Rows of faces ... all blank. 
So many eyes that never seemed to rest on her; 
or, if they did, registered blankness. (60-61) 
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hell do they come here? (57) She lost her nerve at that. She says, "Never let 
anyone know your humiliation. Never reveal how shamefully, humiliating you 
are. How utterly lonely." (59) 
 
 The sense of loneliness can be a problem in one's native place but it is 
worse in an alien land. This is depicted in the story "Ghosts". Whether it is the 
self service departmental stores or streets, people just walk around you, 
without looking at you. The experience is the same at the doctor's clinic. The 
protagonist of the story develops a habit of talking to herself. At home with her 
husband dead tired after the day’s work, her frantic overtures are often 
ignored. She would pass her hand over her own body initially softly and later 
fiercely for reassurance that she was real and alive.  
 
 The story highlights the predicament of young, married Indian woman 
now shifted to England, the land of shopkeepers. Her man is out for most of 
the time, and she is left to watch her TV and look after her baby. She cannot 
understand even the type of English the Britishers use. She feels totally lonely 
and dejected here: "The colour, she thought bleakly, of hopelessness and 
despair. Even a fog would be better than this nothingness." (55) Through the 
images of 'bleak colour' and 'fog', the woman's great disquietude, alienation 
and frustration are beautifully suggested in this story.  
 
 Thus the thematic motif of alienated self is brought home to us by a 
conscious effort on the part of the writer to describe the contributory factors to 
it. Deshpande lays much stress on them so much so that sometimes a certain 
contributory factor looks like the theme itself. For example: we notice an 
elaborate description of the break-down of channels of communication 
between husband and wife. This snapping of communication link is mainly by 
the incompatibility of temperament between the two. And this phenomenon of 
dissimilarity in attitudes, resulting in unsatisfactory relationships, runs through 
most of her short stories. 
 
 Moreover this theme of husband-wife alienation is governed by 
existential tones. The existential perspective on the theme of individual and 
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society is evident. The existential thinker deals with the themes like alienation, 
despair, frustration, anxiety and the emotional life of the individuals. In the 
words of F.H. Heinemann, "The problem of existentialism is in a narrower 
sense expressive of the present crisis of man, and in a broader sense, of the 
enduring human condition." (Heinemann: 178) And in this respect, Deshpande 
is essentially an existentialist novelist as she is seriously concerned with this 
"human condition," and also shows profound skill in exploring the "emotional 
life" of the people in the stories. 
 
 One more point which is common in the three of these stories (' The 
First Lady', ' Antidote to Boredom' and 'The Valley in the Shadow') is the 
depiction of the monogamous nature of women characters. In these stories, 
the protagonists share a greater level of compatibility with a man other than 
her husband. This compatibility often leads towards physical attraction. But 
Deshpande's women do not overstep the limits of propriety. 
 
 Desphpande's protagonists finally try their best to conform to their 
roles, and the stories end with an optimistic note with the possibility to some 
positive action in future. The writer emerges in them as a bridge-builder 
between the old and the new, between tradition and modernity. For this and 
for portraying the basic reality of Indian society and the place of women in it in 
a sensitive and authentic manner her stories are of immense value. 
 
 Sexual Predicament  
 
 Rape has always been a horrible indignity heaped on woman by the 
male species merely on the strength of brute force. This violence and 
denigration becomes worse when it occurs within the sanctity of a marriage. 
And this is what happens with the protagonist of these stories. Throughout 
these stories the experience, the pain and oppression in being wronged 
women comes out. Shashi Deshpande in some of the stories deal with the 
theme of "legalised rape", that is, the rape in marriage which is generally not 
discussed or even accepted as being a problem. She brings out the cry of 
rape and anguish of wife and her intense dislike of the sexual act with her 
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husband, a physical repulsion from the man she has married. They 
experience disillusionment in sex and suffer a silent humiliation. It means the 
physical relationship between husband and wife, is again the case of a 
dominating husband and a suffering wife. All this certainly doesn’t show a 
natural and harmonious relationship between the two when we see that one is 
unable to express his or her real feelings to the other. It obviously shows a 
forced relationship and not a natural one. 
 
 This age - old cry of woman suppressed under the facade of marriage 
has begun to find an outlet recently. Indrani Jaisingh, an eminent lawyer for 
women writes: 
 
 
 
 
 
 
 
 
 
 
 In India, however, woman is still suffering from this enforced act of 
man upon her. In Indian context, once a girl gets married to a man, whether it 
be a love-marriage or an arranged one, the husband takes complete control 
over her. Sex as a 'male feeling' has been the prominent theme in literature 
for a long time but the suffering, the desperation of woman because of sex 
has not been projected forcefully. Deshpande's stories realistically present the 
decline of spiritual element in sex and a growing confusion regarding sex in 
marriage. 
 
It is assumed that by marrying a man, a woman 
has given her consent to sexual intercourse with 
her husband at anytime. Thus, even if he forces 
himself on her, he is not committing an offence [of 
rape] as her consent is assumed. In this respect, 
the woman's movement has consistently 
demanded that the law of rape be changed. A 
recent judgment of court in England indicated that 
rape within marriage can be an offence. Several 
states in the U.S have specially amended their 
original law to make it an offence. (Jaising in 
Singh and De: 65) 
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         In other words, the predicament of the Indian wife in Shashi 
Deshpande can be viewed from two angles: manifest and latent. These 
women characters are unable to escape their culture-bound roles. There is no 
way out of their nature-bound roles, especially their role as sexual partners. 
Their predicament is patently domestic/professional, but latently sexual. 
 
 "The Intrusion" which provides the titles to the present collection of 
stories, brings out the discord between couple on the honeymoon trip in a rest 
house near seashore. The story records the horror of a nearly married woman 
whose husband is crass and insensitive towards her feelings. Shashi 
Deshpande very sensitively touches upon the delicate issue of "legalized 
rape".  The sex hungry husband in the story brutally violates his wife's body 
exercising his conjugal rights when she is mentally unprepared for it. 
 
 Before exposing the mysteries of her body the woman wants to know 
all about him. But there lies a painful silence, an embarrassment between 
them because they scarcely know each other. The protagonist wonders 
windily, desperately. "What could we talk about" as they are yet strangers to 
each other. The silence makes her uneasy and nervous. But he is unaware of 
her feelings. She feels that "They were not friends, not acquaintance even but 
only a husband and wife." (38) 
 
 The honeymoon trip is for developing is friendly intimacy and 
establishing amiable acquaintance rather than unleashing the thorn in the 
flesh. The lack of mutual understanding or patience results into unpleasant 
abortive attempts. The two are keyed up for different experiences. The 
husband in the story is very impatient to use his conjugal rights over his wife. 
The wife is painfully aware of "a secret smile, a smirk on his face...." (35) She 
is conscious of an unreasonable pang of irritation against him. She is feeling 
discomfort as there is something insinuating in his tone, something eager and 
excited about him that put her off. The distasteful but meaningful whispers 
from her husband aggravate the sickening feeling as "those furtive touches 
and glances from faceless, nameless men in crowds"(38) did. He seems to be 
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totally unaffected of her nervousness, fear and her feelings. She can clearly 
read him  
 
  
  
  
 
Tough her marriage has brought about a break with her past; she looks 
upon the man married to her as one who can be admitted into her life only by 
getting to know him intimately. She wishes to talk to him, to sit with him the 
whole night, "so that in the morning we could smile at each other like old 
friends."(40) But the husband is all keyed up for a different experience and for 
him other things would come later. While for the wife he is yet a strange man 
in a strange room. He is a nameless stranger to her whose accosting her by 
name has "a proprietarily air" about it.  
 
 Although she has read the wedlock guide book openly to the blush of 
her mother and the erotic images emerged in her mind, she recoils at every 
caressing initiation made by her husband. She is yet unwilling for the first 
sexual overtures. The insensitive husband gets angry when he realizes that 
she is avoiding him. On asking why she is behaving like this, the wife can 
stammer only this – "We .... we scarcely know each other." (40) At this the 
flabbergasted husband says with a shrill voice, almost with a note of hysteria 
in it.  
 
 
 
 
 
The woman stands silent, angry, hurt and crestfallen. She feels as if she has 
committed a crime. She wants to reveal that  
 
   
....the slightly glazed look in his eyes  ....told me 
how unaware he was of  everything but what was 
to happen  between us, making us truly husband  
and wife. (38) 
Know each other? What has that to do with it? 
Aren't we married now? And how will we start 
getting to know each other if your put on such a 
touch me-nottish air? (40)  
I want to know all about you ... What you think, 
what you feel..., do you like the things I do...? I  
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But the woman can say none of these things she stammers as she 
tries to explain, she almost burst into tears looking at his angry face suddenly 
she feels a constriction in her throat, a longing for all the things she has left 
behind her forever. She wishes that she could be back home, wishing she 
were anywhere but here. Angrily she thinks, "How can I, with a man I scarcely 
know? It's not fair. It's indecent. He should have given me some time. "(41) 
With such thoughts she drifts off into sleep. At midnight drowsily, out of a 
confused dream she feels that the waves of the sea are pounding on her.  
Suddenly she wakes up to realize that it is not "the sea that was pounding my 
body but he, my husband, who was forcing his body on mine." (41) Everything 
is so sudden, so violent that her voice gets strangled in her throat. She is too 
frightened to speak and can do nothing. The writer reveals the painful 
situation of the wife in a very touching/ sensitive way. She is virtually raped 
when she was asleep: 
 
 
 
  
 
 
 
 And after it was all over, she "gave a cry not for the physical pain but 
for the intrusion into my privacy, the violation of my right to myself." (41) The 
husband thus, brutally takes his wife when she is mentally unprepared for it, 
which is tantamount to a "legalized rape." The woman cries within herself, but 
feel helpless as it seems to be sanctioned by marital convention. She feels 
deeply hurt and humiliated as she is very much aware of individuality. The 
social norms are so blind and so strong that she can neither protest against it 
nor pass a verdict on it.      
There was no talk, no word between us just this 
relentless pounding. His movements had the same 
rhythm, the same violence as the movements of 
the sea; yet, I could have borne the battering of 
the sea better, for that would hurt but not humiliate 
like this. (41) 
wanted to tell him how shy and frightened I was  
about exposing the mysteries of my body to him 
and how homesick I was for my mother's face, my 
father's laughter and my sister's chatter. (40) 
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 Whether it is due to the sensitive wife or the insensitive man, the pillars 
of the family life topple down  before  even they are properly erected right on 
the first night. The story truly presents a picture of a helpless, trapped wife. A 
girl's circumscribed positions, a zero existence in society, is highlighted by 
Shashi Deshpade. 
 
 The constant reference in the text about the place being 'furtive' where 
'other women came with men, where girls with bold faces and experiences 
appeared very often to use the 'greasy and grubby' pillows', uncovers the 
nauseating associations of the bride. 
 
 The juxtaposition of a clandestine sexual affair and the first 
experiences of sex of a married woman with the unknown person, now called 
husband, unveils Deshpande's attitude to the whole situation. A married 
woman taken forcefully by the husband amounts to legitimatized rape. It is 
nothing but the negation of self – hood. In a woman's life it begins when the 
marriage is arranged and continues till her husband finds her sexually 
attractive. 
 
 Deshpande's self-aware protagonist uncovers the situation and the 
reader dissects the experience. Despite the limiting experiences one feels that 
a woman can hope to rise if she is conscious of her loss and her servile 
condition.  
 
 Deshpande etches the dark pictures of an incompatible married life that 
is more a rule that an exception. The widowed mother of the story 'My 
Beloved Charioteer' discloses to her widowed daughter the oppression she 
experienced throughout her married life of twenty five years.  
 
 
   
  
 
He was your father... but what was he of mine? I 
lived with him for 25 years. I know he didn't like 
unstringed beans and stones in his rice. I know he  
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The realization that it is the inescapable "feminine destiny'' to suffer 
secretly for the sake of material and moral security, is what is brought home to 
the heroines in these stories.  
 
 In fact, the female protagonist in the story redefines the Savitry image. 
While her husband was alive, she had expressed her desire to sleep alone. 
She knew not "how I [she] had the courage." (53) Being instructed by her 
mother-in-law about her wifely duties, she had succumbed. But she had 
shown her independence by revealing her desire to own herself. Of course, 
ultimately, she went to him when he said, "come here" left "when he finished, 
if I didn't get out of his bed fast enough, he said," You can go. "(53) She knew 
that she was no better than a slave. After his death, she remembers him not 
through his plus points but through his dislikes. To her, he was a tyrant and 
nothing more. In the twenty five years they lived together. She looked after 
each and every need of his. However she received no credit for this and was 
dominated by her husband all her life.  
  
 The point of interest in the story is that despite the sexual and 
emotional oppression at the hands of the husband, the protagonist is not 
broken. She had the inherent strength to fight the vicissitudes of life through 
silence. Thus, Deshpande in the story not only stresses upon the darker 
liked his tea boiling hot and his bath water 
lukewarm. I know he didn't like tears. And so, when 
your baby brothers died, I wept alone and in 
secret. I combed my hair before he woke up 
because he didn't like to see women with loosened 
hair, because he hated to find stray hairs 
anywhere. And once a year he bought me two 
saries; always colours that I hated.  But he never 
asked me and I never told him. And at night ... I 
scarcely dared to breathe; I was so terrified of 
disturbing him ... (52-53) 
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experience of a woman's life but also redefines the Savitri image because no 
Savitri could have ever dreamed of uncovering the repulsive picture of the 
husband.  
 
 The question of how far a woman is free to act on her own is the theme 
of the story 'A Liberated Woman', the title of which is ironic. It is a story of the 
catastrophic result of a marriage between a popular woman doctor and a 
mediocre college lecturer, because of the wounded male ego. Deshpande 
apparently felt that she could not do justice to the theme within the framework 
of a short story. Hence, she subsequently expanded the same idea in the 
form of her novel, The Dark Holds No Terrors. 
 
 Through the conversation between a man and a woman who are good 
family friends and who have met after a lapse of twelve years, the author 
projects the picture of a woman who is fettered by her marriage to a sadist. 
Initially, theirs has been a love marriage and the person with whom the wife 
has a conversation is their college teacher. The wife's taking up a job as a 
doctor includes an inferiority complex in the husband and he reacts in a crude 
way by indulging in sadistic activity. With enormous scorn she says: " He's 
mediocre Shelley... And now he can't forgive me for succeeding when he's 
failed... A sadist... that's what I have for a husband." (25) 
 
 The reversal of roles apparently is too much for the husband to accept. 
He gradually undergoes a change from that of a romantic hero quoting Shelly 
to his beloved, to a morose husband uncomfortable with his wife's social and 
financial status which grows far beyond that of him. She is a busy, successful 
doctor in contrast to her husband who is an underpaid lecturer in a second 
rate local college. She establishes herself as a career woman and her 
profession satisfies her ego, but this brings her no happiness at home. Her 
predicament is contrary to the assertion of most feminists that economic 
independence brings fulfilment to the woman. Betty Friedan, for example 
says: " For  woman, as for  man, the need for self- fulfilment- autonomy, self-
realisation, independence, individuality, self- actualization is as important as 
the sexual need, with as  serious consequences, when it is thwarted." 
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(Friedan: 282) Shashi Deshpande, however, proves that in the institution of 
marriage, an economically independent woman is still bound in shackles and 
must forever live in fear of hurting the ego of her husband. 
 
 The rift between the wife and her husband gradually grows wider, and 
one unfortunate incident blows the lid off the simmering pot. It changes the 
husband into a wild animal at night when he begins to physically abuse her in 
the privacy of their room. A girl who comes home to interview the wife for a 
magazine, innocently asks the husband: "How does it feel when your wife 
provides not only the butter, but most of the bread as well? (26) That night the 
husband gives vent to his feelings by attacking her like a wild animal. The 
husband takes revenge for his humiliation of his inability to bear the financial 
burden of the family. He now turns a sadist, torturing her in bed at night in all 
possible ways and inflicting bruises upon her tender body. The wife reveals 
her nightmarish experience in the following words.  
 
  
  
 
 
 
 
 
 
 
The situation seems all the more terrible for the wife because the 
husband presents that nothing has ever happened. He is perfectly normal in 
the mornings and goes about as if he was in total ignorance of his own 
actions. It is easy to identify the consequences of the shattering of the male 
ego. The story in reality presents a stark picture of the gross inequalities 
prevailing in our society: the superiority of the male in a marriage, if it must 
survive. The wife's bitter realization that a woman must necessarily remain a 
step behind her husband is revealed in her imaginary speech she wanted to 
"It was too ghastly. Shameful.  Humiliating... "(26) 
"It's his way, the only way, perhaps, of taking 
revenge on me for what I've done to his male ego. 
Oh yes, I can reason it out coldly, logically enough 
in the daytime. But at night, I become just a 
terrified animal. I can't scream, because the kids in 
the next room may hear. I can't cry, the kids may 
hear. I can't fight back, either, he's too strong for 
me .... And  so I just endure." (26-2) 
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give in a girl's college. She sarcastically sums up the conditions necessary for 
a successful marriage:  
 
 
 
 
 
 
 
 
 
 
 
Thus Shashi Deshpande tries to repudiate the myth that woman finds 
fulfilment only in marriage. She, however, does not go to the other extreme of 
proclaiming that all unmarried women are destined to be happy.  
  
 The wife in the story then prepares herself for leaving her job and 
remaining a mere housewife. But the husband would not allow it to happen as 
he got used to comfortable parasitic living. When she consults her elderly 
friend, he advises her to divorce her monstrous husband. But she refuses to 
do so for the sake of their children who will suffer, if they are separated. She 
even refuses the help of a psychiatrist who may cure her husband of his 
sadism. It is obvious that she is much too considerate to want to hurt his 
feelings. Her friend is puzzled by her attitude in voluntarily denying herself a 
release from her intolerable situation. Later, he happens to read a magazine 
in which she has been interviewed; he is shocked not so much by the 
photograph showing "her cool, poised face" as by the title of the published 
article, "A Liberated Woman." The title of the article is ironic in that she does 
not break away from her unbearable married life. The story-writer comments:  
  
  
 
"Listen, have you seen really old-fashioned 
couples walking together? Have you noticed that 
the wife always walks a few steps behind her 
husband? I think that's symbolic, you know. The 
ideal Hindu wife always walks a few steps behind 
her husband. If he earns 500, she earns 400. If he 
earns 1000, she earns 990 or less... No. It isn't just 
money. It's other thing too. Never overtake your 
husband in anything." (25) 
But what really astonishes me is her feebleness, 
her attitude of despairing indifference. Surely she, 
an educated, earning, competent woman, has no  
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The lady has obviously chosen to suffer rather than incur the 
abhorrence of society, in which respect she is more or less like the wife in "A 
Day like Any Other." The interviewer calls her 'a liberated woman', but in 
reality she is totally helpless in the given situation. 
 
 The analyses of these stories show that the marriage in male - 
oriented societies turns out to be for the female partner both physically and 
spiritually dissatisfying. It creates confusion in her whether to take up the path 
of submission or rejection because both end in discontentment. If viewed 
critically marriage is found to be degenerating in which there is no 
involvement except in sex and everything goes on mechanically to carry on 
life. As a result marriage becomes meaningless and sex alone seems to 
sustain the man - woman relationship. 
 
 The heroines of these stories are unable to cope up with this 
situation, but they keep a terrified silence over it and this intensifies the sexual 
stalemate. Their silence against their sexual predicament only reveals the 
modern woman's dilemma - of knowing the psychological nature of the 
problem but hesitant to take it out. The struggle of these women to give shape 
and content to their individual existence in a sexist society culminates in a 
crisis and ends in compromise. ('My Beloved Charioteer') The realization that 
love has no place in their world drives them to the extreme stance of seeing 
only deceit, treachery and humiliation, all around. They also begin to see how 
sex becomes a symbol of power and authority and marriage, another kind of 
enclosure. ('Intrusion') Marriage proves to be another trap and woman feels 
like a caged animal. Making enormous sacrifices on her profession, the 
protagonist begins to understand that marriage obstructs their growth as 
individuals. They see marriage only in terms of the dark rooms where terror 
awaits them. ('The Liberated Woman') 
 
 Thus, the heroines of these stories are portrayed as representatives 
of the oppressed womanhood who suffer insults, injuries and sexual 
right to behave this way ... to plug all her escape 
routes herself and act like a rat in a trap. (29) 
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humiliations in marriage. Deshpande has presented not women who revolt 
openly in the beginning and later on reconcile to the situation, but a kind of 
women who wants to revolt, but ultimately does not. Their inner turmoil is so 
bitter that they are unable to speak tem out and remains silent in order not to 
be frustrated and disappointed after the disapproval of her actions by the 
society. They are unable to unfold the truth. Their image becomes like that of 
a bird who has got wings and knows that it can fly, but somehow, does not. In 
the same way, the protagonists of these stories are aware of their abilities and 
they know that they can expose them openly, but somehow, they do not. The 
realization that it is the inescapable, "feminine destiny" to suffer secretly for 
the sake of material and moral security, is what is brought home to the 
heroines in these stories  
 
 Widowhood and Remarriage : 
 
           There is the recurrence of the Hindu widow in Indian fiction of 
post independence era. It is due to the changing social condition of our 
society. The Western rationalism and humanitarianism and the spirit of social 
reform prodded by patriotism turned the minds of the reformers and the 
writers to the problem of the widow. Shashi Deshpande too highlights the 
problem and suffering as well as the longings and frustrations of the Hindu 
widow in the context of Hindu society. 
 
 Deshpande has shown the shades in changing attitudes of women. 
The change in the widow’s attitudes towards remarriage is portrayed with a 
greater awareness in these stories. She shows the widows in conflict. The 
pain, the frustration and the refusal to accept traditional moral codes laid for 
the widow is a feature reflected in these stories. They again and again come 
up against the traditional ideas. To challenge the old ways and choose a new 
path, both involve pain and friction. Even breaking away process is burdened 
with frustration and heartache. The conflict between tradition and modernity, 
family norms and individual freedom leads to suffering. They feel a pull in two 
directions and that leads to suffering. They undergo a lot of pain even when 
they decide to break away.  
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 In Indian society, being a widow is a bane of a woman's life. She is put 
to all sorts of criticism ones the shadow of her husband is off her head. 
Widowhood elbows her to periphery. Her right to entertainment is snatched. 
Shashi Deshpande depicts in her some of the stories this tabooed society for 
widows who are beset with existential problems. They suffer boredom, 
joylessness, lovelessness and alienation in their lives. Deshpande has taken 
up this problem and shown its depth. However, Deshpande also shows a 
glimpse of the changing reality in the life of windows who are educated and 
young with youthful emotions throbbing with desire and struggling to suppress 
her feelings. The writer has offered a solution of remarriage. Thus reality and 
reformatory zeal combine in Shashi Deshpande's treatment of the problem of 
widow. The writer's attitude to widow can be a useful mark of assessment of 
new and old values.  
 
 The story, 'A Man and A Woman' deals with the problem of boredom, 
joylessness and alienation in the life of a young widow who is unable to 
suppress her natural physical desires and thus wants to remarry. The story 
depicts the tabooed society for a widow. Moreover the widow's disturbing 
influence is on the male members is seen in this story. However the final half 
of the story describes the plight of the young widow.  
 
 Lalita, the young widow is marginalized by her in-laws. Her child was 
just four month old when she lost her husband. She was prohibited from joys 
forever because her husband was dead. When her child stood up for the first 
time, she had laughed with joyous surprise which was disliked by her mother-
in-law.  
   
 
 
  
 
 
 
 
I remember the first time he stood up, holding on 
to a chair. He looked so shocked, so comic, I 
couldn't help laughing. I burst out and my mother- 
in-low came out to see who it was. When she saw 
me... 'My God! Lalita! You!' She said. 'You think it 
looks nice to laugh like that?' (30) 
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At another time she was sharply rebuked when she bought a red and blue 
sari. She was put in disgrace as if she "might as well have danced naked on 
the streets!" (37) The kind of circumscribed life she led provided no outlet for 
her vitality, her energy. To get out of the life full of boredom, she wanted to 
take up a job but they disagreed saying, 'what will people say? They will say 
we refused to provide you'. (38)  
 
 The false sense of prestige of the members of her family is exposed 
when they say, 'why do you need something? Isn't there Ramesh? And if you 
need something, there's the Mahila Mandal.' (38) Thus, the story presents the 
plight of a young widow who is restricted by the conservative society. 
  
 Lalita is subjected to live an isolated life but she is a young and 
passionate woman who hungers for male's company.  At the age of thirty, 
Lalita is still full of charm and youth; she is created by nature "for the joy of 
life, a body for a man's hands." (32) Unable to control her natural physical 
instinct, relationship with her dead husband's younger brother. However, later 
she becomes conscious of the enormity of her offence. The pain, the regret of 
having committed a crime is revealed when she considers herself a sick and 
tells a crippled friend of her husband that 
 
 
Moreover, she is beset with existential problems. She is a mere B.A. 
and will not be able to secure a suitable job. Then where should she go? Her 
parents are dead. And she cannot live with her brother. And as she says, "...I 
have become incapable of living by myself. (38) A similar question was raised 
by Sita in Anita Desai's novel Where Shall We Go This Summer? (1975), 
When she got completely bored and disgusted with her Bombay life and its 
sickening surroundings The answer to this question is to be found within 
oneself, not in external sources. If one transgresses one's self, one will 
"Nothing can convince me that what I've done is 
not wrong. It wear not for Ramesh, I Would kill 
myself ... I have to live with this weakness. A slave 
to my body.  I disgust myself. I am dirty, 
abnormal." (37-38) 
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experience "a living death" (p.39), as Lalita of Deshpande's story does. She is 
overwhelmed by the questions of morality, conventionality and social taboos. 
She becomes very restless and uneasy.  
 
  
 
 
 
 The story becomes suggestive enough when it forwards the idea that 
an effective 'antidote' to the life of boredom, joylessness, lovelessness and 
alienation is the re-marriage of a young widow. It is thoughtfully executed. 
Manu, the crippled classmate and bosom friend of Jayant, comes forward with 
his proposal to marry Lalita, whose initial resistance to his proposal is nothing 
but the dread of a tabooed society and false sense of prestige for the 
members of Jayant's family. However, T. N. Geeta is of the view that, "To 
avoid giving a direct answer to the friend's proposal, she drags in the society – 
"What will people say ?" – so as to mask her unwillingness to marry a cripple, 
though willing to marry." (Geeta in Dhawan,1991: 184) Moreover it can also 
be assumed that it is the stigma attached to the marriage of a widow that 
deters her from accepting Manu's proposal and not his unaesthetic 
personality.  
 
 The story 'Rain' is about an illicit physical relationship of a wife of a 
dying man resulting in the remarriage after she becomes a widow.  Radha 
with his ailing husband comes to her doctor cousin for the treatment. It is 
known to her that her husband is courting his last days because he is 
suffering from some incurable disease. This has tortured her heart for so long 
that she has now become silent and expressionless as if she has deliberately 
submerged all her emotions. No one has come to help her because as she 
says, "His parents are too old. The others... they have their own lives to lead." 
(60) Her cousin feels pity watching her struggling alone with the dying man. 
 
 Radha is under such a traumatic experience, under "some crisis, 
emotional or physical" (60) that she forgets all sense of decency and forges 
She was like a restive colt in an enclosure 
struggling to get out.  But there was no gate. She 
had to jump. And she had lost her legs.  Well, if 
there was no gate, she had to make one. (38) 
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an illicit physical relationship with her cousin who in his early / blooming 
youthful days had desired her; she was she person around whom he had " 
centred all those vague longings, dreams and erotic fancies that torment a 
young man". (58) It is as if she wants to escape from the painful reality that is 
constantly tormenting her. Radha is not conscious of what she is doing under 
some heavy emotional burden. It becomes clear from the story that even her 
cousin is stirred by this casual intimacy with "a woman so unconscious of 
herself." (62) Both of them become conscious of the reality when the phone 
rings to inform them that Radha's husband is no more. 
 
 When the narrator, Radha's cousin meets her after some time, he is 
touched to the raw at the very sight of her, "so ostentatiously widowed, 
denuded of all her wifely symbols." (63) The minute he sees her, he knows 
that she is the one woman for him. He puts a proposal of marriage before her. 
But to his astonishment, she reacts harshly saying that "one doesn't marry a 
widow." (64) 
 
  
 
 
 
 She sounds petulant and looks so stricken, so vulnerable and 
immensely pathetic like a hurt child. In fact, she is shattered from within. She 
is utterly tired and is ashamed, "To live here like a young girl. But I'm not... am 
I? Not anymore. "(65) 
 
 Radha is an educated young woman and it seems from her speech 
that she wants to remarry. But she is living within the strict walls of 
conservative society where it is a matter of disgrace to think about the 
remarriage of a widow. She gives way to her feelings when she says: " How 
did they live, those widows, fifty, a  hundred years back ? They were wiser, 
those rules that regulated their lives. They had no choice. They didn't have to 
think. Like me. The same thought ever and over again... to live like this 
forever..." (65). 
".. A Hindu Marriage is a sacrament, you know. It 
never ends. One belongs for all time and eternity 
to the same man." (64) 
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 From these words of Radha, Deshpande wants to highlight the plight of 
widows. She also wants to say that society was cruel to the widows earlier 
and the women too accepted their lot because they were not given any 
choice. But in the modern age, the plight of an educated thinking widow is  no 
less because she is caught between tradition and modernity. Indian society is 
still rigid about the ages old conventions while the education of women leads 
them to defy conventions. Radha, initially, rejects the proposal of marriage but 
at the end she gathers courage to break all the shackles of orthodox society 
and accepts the proposal. She emerges as a modern woman who takes a 
bold step. However the end of the story shows that the narrator is suffering 
from guilt of that rainy night which had scarred him deeply. 
 
 The story "Duel" projects the picture of a woman who indulges in 
sensuality soon after the death of her husband and that of her children in a 
car accident from which she alone has escaped. In fact, her act cannot be 
mistaken as an act of adultery because she becomes totally unconscious of 
herself under the extreme state of grief. That she is not the woman with loose 
morals becomes clear from the beginning.  
 
 The story is about the duel between a married woman and a sensual 
writer who makes and unsuccessful attempt to seduce her. The woman is 
totally disinterested in him and shows him no response at all. The writer is of 
the view that most of the middleclass women put on the thin facades of their 
morality. He wants to prove this by 'ripping off the thin facades of their 
morality" (61) by leading this woman into an illicit physical relationship. But the 
woman, though feeling "unutterably bored" (61) with her meaningless life, 
does not succumb to his proposal. She treats the idea – "that a woman who is 
bored needs to have a child. Or lover or a mission in Life." (62) – as a cliché. 
On the contrary, she believes that life is not lived only on the physical plane. 
She thinks that it is pointless to drift into an affair in order to escape the 
pointlessness of her life. With this thought she puts him off.  
 
 However the writer proves to be right when she surrenders 
unexpectedly. However the writer gets puzzled to see her face 
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expressionless. It seems to him that she is filled with some strong feelings 
which she has difficulty in controlling. The writer remembers that,  
 
  
  
 
 
 
 
 
 It was totally inexplicable behaviour of hers that day that made the 
writer waiting impatiently for her to return. When she didn't turn up, he went to 
her home with a sense of defeat and shame only to receive shocking news 
that she had lost her husband and children in a car accident. What was 
bitterer for him to comprehend that she had come to him after the three days 
of their deaths. It filled him with savage anger and bewilderment. The story 
ends with the writer wondering about that strange woman who gave herself to 
him under such strange circumstances.  
 
 ‘The Cruelty Game’ brings to the fore the streak of cruelty in children 
and the problem of widowhood. The story narrates the plight of Promila 
Auntie, the recently widowed mother and Saru, the fatherless daughter who is 
teased to tears by her cousins in the joint family. Widowhood, the bane of a 
woman's life, elbows her to the periphery. Maya informs us that Sharu's 
mother is rarely heard saying anything at all. She is portrayed as the silent, 
composed woman.  
 
 In Indian society, being a widow is a bane of a woman's life. After 
Pramila Auntie comes to them all the women in the house become friends and 
form a common front against the widow. They boycott Pramila Auntie and 
hardly speak to her. However the aunt bears this silently and goes to her 
room after finishing her work and stays there. 
 
It was as if she was simmering behind that placid 
facade. And there was something else. A kind of 
rigidity that reminded me of a frightened child. ... ... 
... ... ... ... ... She let me do what I want with her. 
She seemed totally unconcerned and detached as 
I went on. It annoyed me.  ... As if she wasn't there 
at all (64-65) 
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 Saru's mother tries to regain her 'self' through economic independence 
but this too is not liked by the other members of the family. They start 
whispering and commenting about a recently widowed woman going out to 
work. "It's only an excuse to go out. To avoid working at home." (126) Others 
feel that it provides her "a chance to deck herself in new saris." (126) They do 
not realize that it is difficult for Sharu's mother to make both ends meet. 
Geeta, echoes the opinion of other women in the house when she says, "But 
she's a widow. Widows shouldn't wear new sari." (126) Society keeps checks 
on a widow and snatches her right to wear new clothes once she has lost her 
husband. A widow is put to all sorts of criticism once the shadow of her 
husband is off her head. 
 
 Once, Pramila Auntie invites the children for the party on her 
daughter’s birthday. The women of the family are shocked to hear of the 
celebration: "Party... Is the woman mad? Her husband not dead a year and..." 
(127) All kind of amusement is banned for a woman who has lost her 
husband. Society least expects such kind of behaviour from a widow whose 
right to entertainment, in their opinion, is snatched from her soon after the 
death of her husband. The mother-in-law, the mouthpiece of the oppressive 
and antagonistic forces, screams at Pramila, "My son you killed him - enjoying 
yourself… Take that off, why you have that, take it off" (128) because she had 
put on the forbidden red kumkum on her forehead. Widowhood does not allow 
Pramila to apply a small dot between her eyebrows. This is the sole right of 
suhagan , whose husband is still alive. Pramila Auntie stands still and does 
not retaliate against accusation of the mother-in-law.  
 
 
 
 
 
 
 
  
"The widow is generally looked upon as an ill 
omen in traditional circles. Treating her as a 
disturbing influence she is made to undergo 
tonsure and fasting. Even then she is thought to 
be inauspicious, looked upon with suspicious, 
scorn and kept as a drudge on the pretext of 
giving protection." (Shirwadkar: 104) 
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In this conventional atmosphere a shell exploded when it becomes public that 
Pramila along with her daughter was shifting to Bombay to take up a job and 
to get married to her husband's friend. The news runs through the house but 
with some disgrace tacked on to it. Saru receives the shocking news that her 
mother is getting married. She strongly reacts to it and says: "My mother is 
married to my father. I've seen the photo, I promise you..." (130) Children's 
cruelty bait Sharu. She is made to feel that her mother's decision is wrong. 
Sharu is brought up in a conventional atmosphere, has not seen a woman 
marrying twice. The poor bewildered child clings to her grandmother who is a 
true representative of the orthodox norms of the society. She is pulled apart 
when the father of the narrator intervenes and shouts, "Let her go."(131) To 
everybody's astonishment the grandmother loosens her hold on Saru as if she 
is loosening the hold of the old conventions of society that are binding the girl. 
Very clearly, the writer suggests that very often women are victimized by older 
women who have suffered due to sexual discrimination. The narrator, a little 
girl is happy to learn that Saru and her mother would have a better future and 
that they would no longer be victims of the orthodox conventional society.  
 
 Deshpande is not interested in giving a mere statement: she offers a 
possible solution and hints at the means of regaining the self through 
economic independence. Her second solution of remarriage is also not 
Utopian and thus cannot be disregarded. The message is quite but clear. The 
reader should decode the meaning. Perhaps, Deshpande wants to convey 
that liberation from such exploitation is possible if the woman is economically 
self-sufficient. Her journey towards the centre can he facilitated by 
reconstructing the outdated social norms but the first positive thrust come 
from the victim. 
 
 Thus Deshpande has shown through cross – comments the clash of 
the old and new ideas and the effects of education on young window. 
Education has given them courage to express her own opinions. It is an 
indication that the "passive feminine" has ceased to exist. Instead we have 
new women who questions incessantly, confronts her problem inwardly, and 
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analyzes it objectively. This kind of questioning and disparaging of the social 
institutions of love and marriage justifies the spirit of Deshpande's heroines. 
 
 Moreover there is a shift from the "pativrata image" to that of sexually – 
emancipated woman. They represent the new woman who are coming out of 
their conservative shells and ready to accept the sexual / psychological 
realities of human life. It is really a sign of radical change occurring in the 
Indian sexual landscape. The theme of a woman desiring for sex or suffering 
because of sex has very rarely been delineated in the fiction before 
Deshpande. It is this working of an individual dialectic of the sexual dilemma 
in her novel that makes Shashi Deshpande a modernist feminist. Tradition, 
transition and modernity are the stages through which the woman in these 
stories passing. Deshpande convincingly depicts the agonies and sufferings 
of woman between two worlds. Modern woman is seen trying to throw off the 
burden of inhibition she has been carried for ages. 
 
 As a Mother: 
 
 Shashi Deshpande has dwelt on the native cultural scene and 
presented a faithful picture of familial, marital and filial bonds in the Indian 
society. She paints human misery within the confines of social, cultural and 
humanistic perspective. Most of her stories are generally centre around family 
relationships, especially those which exist between husband-wife, daughter-
father and mother-daughter etc. According to her, everybody has to live within 
relationship, for there is no other way. “It’s needed,” she told her interviewer 
Vanamala Viswantha. “It’s necessary for women to live within relationships”. 
But the “rules” should not be “rigidly laid”, for that would make one only 
“unhappy”. “This is what I have tried to convey in my writings,” she added.,” 
(Interview to Viswanatha: 236) Undoubtedly family is the nerve centre of all 
human activities in the fictional world of Shashi Despande. Most of her short 
stories have as their central theme the family relationships such as husband-
wife relationship, father-daughter relationship and of course mother-daughter 
relationship. 
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 In the stories discussed under this title, Shahsi Deshpande has 
depicted different aspects of mother’s life. She has given conventional, 
suffering picture of mothers as well as strong, determined and assertive 
picture of mothers. In others words some of them cannot raise their voice 
against the straight jacketed role-models of mothers while some of them revolt 
against social taboos, the cramped, wrinkled traditions and values of their 
ancestors, and ceaselessly question the very concepts of love, marriage, sex 
and motherhood, and feel an urge to redefine human relationship and 
behaviour. 
 
  Conventional 
 
 Shashi Despande evocatively brings out the despair and anguish of 
mothers in the following stories which present the agony of isolation the 
mothers feel from their daughters for one or the other reason. Moreover the 
sense of loneliness of mother constitutes the theme of these stories. 
Deshpande very skilfully gives voice to the terrible emptiness faced by the 
mothers in these stories. Mothers’ disquietude, her solitariness is pathetic. 
What tortures her most is the fearful silence. One of the stories portrays 
pathetic picture of a mother who feels utterly helpless to shower her motherly 
affection on her daughter while in another story the mother is relegated to an 
insignificant position by her children. Her marginalization is demonstrated 
through subtle situations. According to T.N. Geetha, 
 
 
 
 
 
 
 
 
 
Shashi Deshpande’s stories delineate the social 
and moral restrictions which Indian women have 
to contend with in life even after attain ing 
motherhood with the result that they undergo the 
trauma of bearing and rearing children even when 
they are neglected and ignored by their own 
grown up and mature children. (Geetha in 
Dhawan,1991: 177) 
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In other words the primary focus of attention in the following stories is 
mother - her loneliness and isolation from her family especially from her 
daughters as well as her tensions and irritations, pains and anguishes. 
 
 'Why a Robin ?' is a highly sensitive  story of a mother who feels 
isolated from her only daughter who has more in common with her father. 
Because of her innocence and ignorance, the less educated mother feels 
isolated from her husband and her only daughter. The mother is worried and 
perplexed since she cannot rise up to her daughter's expectations. The 
daughter remains estranged from her mother who wants to fondle her but is 
"afraid of being rebuffed." She knows she would get no response. 
 
 
 
 
  
  
 
 The mother suffers from a sense of guilt for being a "total failure- as a 
wife, as a companion as mother." (52) The mother longs for a better and a 
closer relationship with her daughter. At the same time there is a perfect 
understanding between the father and the daughter and the mother feels 
estranged from these. She is isolated since she is ignored by both her 
husband and her daughter: "I am conscious of an ache within me, an ache I 
cannot dignity with the name of grief." (53) She finds it difficult to 
communicate with her daughter. 
  
 As a mother the protagonist feels herself to be "helpless" for she 
cannot cope with her daughter's fits of excitement, her questions, her rage, 
her tantrums and her ideas. Seeing the daughter fills her with the same 
delight she experienced on seeing the beautiful peacock. She then decides 
that bridges have to be built. "They do not come out of nothing, they have to 
be created."(55) 
 
I don't have the key to open up this  beautiful child, 
though she is mine. I don't have the key to her 
father, either. It is as if I am, in my own house, 
confronted with two closed rooms. I am 
condemned to sit outside and gazed helplessly at 
the closed doors. (51) 
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 However, the situation changes dramatically, bringing the mother and 
the daughter close to each other, when the daughter, on reaching the brink of 
womanhood, seeks comfort in her mother's company. Joy surfaces through 
the scrum of the mother's distress; there is a hope that the girl needs not the 
father but the mother. The mother feels joyous and exalted at having found 
the key to her daughter's heart. The mother allays her fears: 
 
 
  
 
 The mother gives up the idea of self- abnegation. And the distance 
between the mother and the daughter is bridged when the realization of the 
sufferings of life unites them. 
 
The story "Madhu" narrates the wayward ways of a young girl of that 
name, driving her mother to fury and irritation and her father to the hospital 
with a severe heart – stroke. The mother – daughter relationship is far from 
being loving. Madhu's carelessness and indifference torment her mother. The 
mother's care and concerns seem obstructive to Madhu, who has her own 
ways of living life. The mother's pain is revealed when she says, "She never 
seems to have much to say to me. If I ask her anything, it's interference. Or 
boring." (47)  
 
 The mother longs for the company of her daughter who doesn't share 
anything with her mother. She wants to be her friend. But Madhu keeps 
herself detached because she thinks that her mother always misunderstands 
her. Mother-daughter hostility in the story becomes clear from the following 
passage: 
 
 
 
 
  
I talk to her gently, trying to make her feel it is 
natural, a part of growing up, something to be 
welcomed, accepted. (56). 
"It's funny when your daughter treats you like a 
stranger... And  I was so happy when Madhu was 
born.  Even happier than when Vinay was born. 
She'll be a friend, I had thought. Company.  We'll 
do things together. Now the only thing we do 
together is fight. " (47). 
 115
 However, towards the close of the story, Madhu learns that 'sacrifice' is 
a noble virtue in human beings and becomes a mature girl with 
understanding. 
 
 A helpless, pathetic picture of mother is seen in the story "The 
Shadow". The mother-daughter relationship in this story is of a very different 
kind. The agony of the mother is very sensitively brought out by the writer. 
The mother is paying terribly for committed adultery. She suffers miserably on 
seeing her child being punished because of her fault. Her husband trees both 
of them callously and remains totally indifferent to them.   
 
 The husband is a hypocrite as he does not cut off the relation with his 
wife but accepts her with her child because he fears that his social prestige 
may get harmed. Moreover he is selfish as he needs someone to look after 
their own children. But he has not forgiving her out of his house but by 
remaining cruelly indifferent to her innocent little girl. 
 
The mother's condition is very pathetic as she cannot go against her 
husband. She has accepted her fault and repents very much for that one 
moment of weakness. Her child is not given equal rights. She is treated 
differently. She has to suppress all her maternal feelings towards her child, 
 
 she pleads her husband for mercy. The agonised cry of the mother is felt in 
the following words.  
 
  
  
 
 
 
 
"I'll lie on a bed of nails all my life. But she... that 
child.  I can't bear to see her. Have you no pity? 
What wrong has she done?... ... ... ... ..." ... ... ... ... 
... ... ... ... ... ... ... ... ... "The fault is mine. I admit it. 
But, oh God, haven't I paid for it ? One moment of 
weakness and you want to punish me for it all my 
life ? And an innocent child as well ? Just because 
she was born ? "(61) 
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However, all her plea fall flat on her husband who adopts a revengeful 
attitude towards her. On the other hand, the girl though a child feels that it is 
only she who makes her mother sorrowful but yet cannot get hold of the 
reason. It feels her mother with bewildered grief when she flings the question 
of her being different at her mother. The mother feels utterly helpless to give 
the answer to any of her questions. Thus, the story very sensitively brings 
forth the mother's agony as she has to crush all her maternal feelings for her 
child born out of wedlock. Her utter helplessness is seen when she cannot 
shower her mother's love and warmth on her.   
 
 The predicament of the widowed mother and her sense of loneliness is 
the theme of the story 'And Then'. She is excluded by her son and daughter. 
The fearful emptiness enters her life with the husband dead, the son settled 
away and the daughter determined to go abroad. She is unable to bear the 
isolation from her children who have decided their ways of life in their own 
way, not thinking about their mother. She longs for her daughter's company 
but she is too selfish to sacrifice her life for her mother's sake. The impulse in 
the mother wants to cry out – 'don't go away, don't leave me alone and go 
away,... I am frightened ...." (150) But all her pleas die unspoken because her 
daughter is determined. And she goes away leaving the mother behind. She 
is filled with thoughts of terrible emptiness which brings fearful silence in her 
life. The mother's predicament is very well depicted in the following passage:  
 
 
 
 
 
 
 
 
 
 
 
....Anguished cries and moans seemed to seep 
through the silence of the night as if all the cries I 
had stifled through the years were coming back to 
me ... . 
 My mind jumped from fact to fact, from 
emptiness to emptiness..., it makes no difference 
to anyone now, whatever I do or don't. Then ... 
fear and loneliness came whistling in through the 
bolted doors. I could smell both, I could feel them 
about me, I could almost taste them. At that 
moment, I longed even for the extremity of my                            
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The mother's disquietude, her solitariness is pathetic. What tortures her 
most is the silence. Indirectly she touches upon her quest for self when she 
refers to the lies of poetry by Emily Dickinson which runs thus: 'I am Nobody. 
Who are you? Are you Nobody too?' (153)  
 
 The son who is staying at Bangalore brings her from Bombay so that 
she may have change. But the mother feels that she is more a burden than 
responsibility for her son. He pretends to be caring and sympathetic towards 
her. With pain she thinks, "My Vishwa, I had thought and now I am just a 
burden ... to him. My Anju, I had cried out and she walked away from me 
without compunction or pity." (150) Moreover, she is relegated to an 
insignificant position by her son and the daughter-in-law. They refrain from 
humiliating her but they make it a point to clarify that she need not participate 
in the serious activities of life. Her marginalization is demonstrated through 
subtle situations. Bitterness wells up in the mother. 
 
  
 
 
 
 She wants them to leave her out of it. But they don't do that. And she 
knows it is easier to give in than to resist. However, she sometimes feels as if 
"all the sorrow, all the bitterness I have stored within me will burst out and 
engulf us all. It frights me." (150) 
 
What choice do I have ? Why can't they leave me 
alone in my dark hiding hole ? Doesn't he know 
what and ordeal meeting strangers has become 
for me ? Its as if the fort I was so safely living in 
has suddenly fallen and I've been let venerable 
and defenceless. And to meet people's pitying  
looks, their words of sympathy, is like going 
through it  all over again. (149) 
grief of those early days. That sorrow had been a 
companion keeping loneliness at bay. It had filled 
my life, leaving no room for emptiness. The 
silence was terrible. (152)  
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 It shows that Deshpande has portrayed the protagonist of the story as 
a woman who is aware of her 'self'. This awareness leads her to realize that 
she is marginalized and living a dependent life. She compares her past with 
her present. "Anju holding my hand Vishwa holding my hand... but that's the 
past, that's all over. It's I who am holding their hands now. How long can I do 
that, how long? And yet what else is there....? Finally I calm myself with the 
thought why am I agonizing? "(155) It becomes clear to her that it is she who 
has diminished herself by her own ineptitude. The end of the story shows that 
she learns to voice her likes and dislikes. She regains control by asserting 
herself, against the wishes of the son – the patriarchal voice.  
 
 "Lucid Moments", another mother - oriented, touching story, discloses a 
dying woman's search for her mother's name - the identity, and in the process 
ascertaining her individuality. The mother is in her mid-fifties and is on her 
death bed. She is now and again asking her daughter the name of her dead 
mother. Sujata, the elder daughter knows only this that her maternal 
grandmother died giving birth to her mother; she does not know anything 
about her, not even her name. Sujata finds her mother troubling herself with 
agonized, fruitless search for her maternal grandmother's name. 
 
 Shashi Deshpande provides the reader with an insight to probe into a 
social condition when the mother refers to the pre-wedding rite, in which the 
priests call out names of the couple's ancestors- father, grandfather, and great 
grandfather. They don't call out the names of females ancestors. The hint is 
towards that social condition which condemns a woman to die unnoticed, 
unremembered and muted as an individual. From all such questions and the 
search for her mother's name, it becomes clear that the dying mother fears of 
her being effaced from the memory of the coming generation. She does not 
want to die unnamed like her mother. Sujata is surprised to learn that even 
her father doesn’t know his mother-in law's name. Deshpande, thus, hints at 
the zero existence of woman in the society.  
 
 The dying mother's wish of having her identity is fulfilled when her 
grand-daughter is taught that her grandma's name is Sumati. At least for the 
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grand-mother, there is no identity crisis. She is saved from the agony of facing 
total oblivion by her daughter. Sujata, the daughter gets a photograph of her 
dead mother's enlarged and framed in order to preserve her identity and 
assures herself that  ' She doesn't need any flowers or kumkum. It's enough 
she's here. ' (79) and thus wants to prove herself that ' even if they never 
chant a litany of their names at a wedding, these women are real.' (79) With 
this assertion, the darkness and despair lift and she can imagine her mother's 
pleasure in their laughter. 
 
 To sum up it can be said that Deshpande is at home in portraying her 
women characters in dismal and dreadful conditions. In this matter she 
reminds us of the disquietude, frustration and helplessness of the female 
protagonists in Anita Desai’s novels. Deshpande has very skilfully portrayed 
the struggle of these mother characters to give shape and content to their 
individual existence in a sexist society. Her philosophic stance is existential 
but the treatment is psychological. She articulates the psychological traumas 
undergone by her female characters. The realistic treatment of human 
predicament in her short stories along with the contemporary angst in an 
existential manner might appear to be depressing, but the final impression of 
her works is far from being gloomy or depressing. Significantly, apart from a 
couple of characters her mother characters learn in due course how to arrive 
at a compromise and find a sense of balance in life. In some of the stories 
their struggle culminates in a crisis and ends in compromise. These mothers 
are not heroic but they want to make life possible. Nowhere does the writer 
encourage her female protagonists to rise in revolt against the problems in 
family matters. Thus Deshpande writes to mirror the universal predicament of 
Man because she empathizes with human conditions though naturally, she 
loads her dice to uncover the circumstances and experiences of women. Her 
work originates from women’s encounter with self and she does not actually 
portray personal experiences. The loneliness, the emptiness and the 
determinism of woman’s life are poignantly revealed through these stories. 
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 Unconventional: 
  
 The mother characters in the following stories suggest courageously 
new patterns of feminine existence. These stories redefine the lives of 
women. Shashi Deshpande has done a commendable job in bringing out the 
positive and constructive role of mothers in the life of their daughters. Mothers 
in these stories react against conventional morality which is destructive and 
instrumental in marginalizing their daughters. By sheer determination they 
bring their daughters back to the central position of life from the periphery. 
They, directly or indirectly, teach their daughters that the journey towards the 
centre can be facilitated by reconstructing the outdated social norms. Thus 
they prove to be the image of modern mothers who do everything for the sake 
of their daughters’ happiness. In other words Shashi Deshpande does not 
give stereotypical image to her mother characters. She does not believe in the 
idealization of motherhood. In an interview she says that,  
 
 
 
 
 
 
  
 
 
In other words, Deshpande's, mothers lodge their protests explicitly 
and implicitly against injustices, apathy and humiliation. She is not concerned 
about the final outcome - triumph or failure. Anita Desai also projects this 
batting spirit in her women. In one of the talk she says that she does't think 
that the failure is so important. It is the fight they pitch in. Here are few stories 
by Shashi Deshpande in which where mother characters have learnt to fight 
against oppression at least for their daughter's sake, despite the cheap 
manipulations of the andocentric culture that constantly wish to dehumanize 
women. 
 
It is necessary for women to live within 
relationships. But if the rules are rigidly laid that as 
a wife or mother you do this and no farther, then 
one becomes unhappy. This is what I've tried to 
convey in my writing. What I don't agree is the 
idealization of motherhood - the false and 
sentimental notes that accompany it.(Interview to 
Viswanatha in Pathak: 236) 
 121
 The story ‘My Beloved Charioteer’ presents the agony of isolation a 
widowed mother feels from her widowed daughter who remains a sort of 
foreigner. There is hardly any communication between both of them. The old 
lady tries her best to establish a cordial relationship with her daughter in order 
to shake her out of her stupor caused by the unnatural death of her husband. 
But she is unable to lift up her sorrow which she never reveals. 
 
  
 
  
 
 
 
 Once or twice the mother tried to talk to her. But in response, she got a 
harsh reply from her daughter who emits bitterness only. "There is infinity of 
bitterness in her now. And I cannot help her. "(49) The agony of the mother is 
revealed in the following words: 
 
 
 
 
 
 
 
 
 
  
 
 
 This estranged relationship brings loneliness and loneliness breeds 
unbearable silence. But here the silence is friendly with the mother, "..to keep 
me company when I was alone..."(46) 
 
And I had been full of pity, not for her, but for Aarti,  
who could   turn happiness into a wrong.  But I can 
say nothing to her. She has never hared anything 
with me and now he hides her sorrow like a dog its 
one. She guards it jealously and will not let me 
approach. And I have kept my distance. (50) 
Nine months I carried this daughter of mine in my 
body. I had felt within me every beat of her heart, 
every movement of her limbs. But... and this my 
doctor had told me then... my pains and shocks 
could never penetrate to her, she was so well 
protected. Even now, she is protected from my 
pains. Even now I have no protection against her 
pains. I suffer with her, but like all my other 
emotions, it is a futile suffering. For I cannot help 
her I can only fumble and blunder and make things 
worse. (47) 
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 Thus the story narrates the futile suffering of a pair of widows, mother 
and daughter, with a bridge of the third feminine generation between them. 
"Happiness can mean different things to different people. For me, it is this – 
the beginning of a new day with this child. We talk of so many things. "(46) 
While the old lady and the child feel at home in each other's company, the 
daughter remains isolated in her sorrow. Bitterness has filled her heart. Once 
she had burst into frightening, loud laughter, shattering the tenuous peace of 
the house. On asking she had said, "Isn't it gloomy here? The right 
atmosphere for a pair of desolate widows. That's what we are, aren't we? 
"(48) Aarti, the daughter neglects herself for days. Her face had the arid look 
of a desert. The mother rightly thinks that life has been cruel to her. But the 
mother feels her utter helplessness to bring her daughter happiness. She 
seems to her like "a child sulking because she does not have what she wants, 
wilfully ignoring the things she has." (49) The mother is worried to find that her 
daughter is unable to bear other's happiness. She considers herself 
responsible for the morbid attitude of her daughter. 
 
  
  
 
 
 
 
 
 The mother feels guilty for not having courage to speak to Aarti "I am 
only a foolish, middle-aged woman who to get rid of such painful thoughts, the 
mother occupies herself with the work at home and becomes happy in the 
company of her daughter's child.  
 
  
  
 
While the mother enjoys the company of her grad-daughter, to lessen her 
sorrow, the daughter takes refuge in her father's room. The thought that even 
We fool ourselves that our children are our own,  
that we know them. But often, they are as alien to 
us as baby cuckoos born in a crow's nest. And we 
cannot escape the burden of parentage. If my 
daughter is so empty that she can hate people 
who are happy, the  fault, to some extent, mine. 
(49-50) 
Daily chores are not monotonous but soothing.... 
Now that the day is full of meaning, I wait as a 
child myself, for her return from school. (50) 
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after his death, the father can give her something that she cannot hurts the 
narrator. It is like having salt rubbed into a raw wound. It suggests the strong 
influence of a dominating father upon a growing daughter. The mother is an 
old lady who, unable to bear the isolation from her daughter, makes an 
attempt to communicate with her grown up, yet immature daughter by 
confronting with the reality of her own situation about her father. The mother 
discloses the husband's oppression she has experienced throughout her life, 
which opens her daughter's eyes to the character of her father which results in 
the reconciliation of the daughter with her mother.  
 
 The point of interest in the story is that despite the sexual and 
emotional oppression for twenty five years, the mother is not broken like the 
daughter, who neglects her child and herself after widowhood. The mother 
constantly remains constructive and overcomes the destructive forces of 
society. She had inherent strength to fight the vicissitudes of life through 
silence. Deshpande in the story not only stresses upon the darker experience 
of a woman's life but also emphasizes the significance of the mother's role in 
motivating a daughter to live and rise above the debasing sentimentality. And 
again, no Savitri could have even dreamed at uncovering the repulsive picture 
of the husband. Thus by ripping the veil of misunderstanding the mother and 
the daughter come to know and appreciate each other. Deshpande stresses 
indirectly that devoid of selfhood, no woman can command respect from her 
offspring.  
 
 The mother's role in the story ‘It was Dark’ presents the picture of a 
strong woman who ensures her daughter' welfare, forsakes the conventional 
attitudes regarding the problem of rape. At first Deshpande evocatively brings 
out the despair and anguish of the mother who crushed with the feeling of 
guilt for having never cautioned her daughter on the dangers that might befall 
her. The husband accuses the wife of not teaching the girl of the lurking 
dangers. The mother remembers her own youth when she had been warned: 
"Don't – don't – don't – you're female." (23) But when she talked about it to her 
daughter, the daughter had pitied her. She recollects in the following words. 
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 The mother had thus decided "I won't let my daughter live behind walls" 
(31) and also because one has to break all the 'walls' once a girl was married. 
To her tragic fate, her daughter gets sexually abused. The traumatic 
experience turns the girl into stone; she continues to live without seeing 
anything. All her solicitations and efforts to make the daughter talk elicit the 
answer "It was dark ", with the eyes gazing blankly at the ceiling. Suddenly, it 
seems to the mother that "the enemy was not the dark, It was not being alone, 
it was the man."(25) To fill the room with brightness, the mother pulls the 
curtains. Sunlight poured. Symbolically, the removing of the curtains to let 
light pour into the room is the refusal of the mother to give herself up to the 
dark forces. (Suneel: 34) 
 
 The mother's act of removing the curtains shows that she refuses to 
accept the state of her daughter. Her determination brings the daughter back 
into such a position where she is ready to fight against subjugation, against 
the society which dehumanizes woman. Removing the curtains causes a 
glimmering spot on another part of the ceiling and the girl now turns to her 
mother. Triumphantly, the mother says: "She saw me." (25) Thus the story 
ends on an optimistic note. The blank, unseeing eyes of the girl now come to 
life and respond to mother. 
 
 The story presents the constructive image of mother who reacts 
against the conventional morality; her commitment to the new thought is 
endorsed when she pulls back the curtain and "sunlight poured into the room." 
They had taught me to build a wall round myself 
with negatives from childhood. And then suddenly, 
when I got married, they had told me to break the 
wall down. To behave as if it had never been. And 
my husband too – how complete, his disregard of 
that wall had been; I had felt totally vulnerable, 
wholly defenceless. I won't let my daughter live 
behind walls, I had thought. (23) 
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(31) Symbolically she refuses to submit before the dark forces of conventional 
morality that is destructive and is instrumental in marginalizing a woman, in 
this case, her daughter. By sheer determination she brings her daughter back 
to the central position of life from the periphery. In the absence of her help, 
the daughter would have been doomed to eternal marginality.  
 
 The truth is Deshpande's women do not feel the need of being Savitris 
in the changed circumstances of life. They neither practise immorality nor are 
very rigid about inadvertent lapses. They have learned to fight against 
oppression at least for their daughter's sake, despite the cheap manipulations 
of the andocentric culture that constantly wishes to dehumanize women, 
mother or daughter. 
 
 The picture of self – assertive widow mother is portrayed in the story, 
‘Cruelty Game’. The mother's journey from periphery to centre is well depicted 
in the story. The narrator, Maya feels that Saru's mother is totally different 
from her own mother who rebukes her often on trivial matters. Saru's mother 
never says ordinary things like Maya's mother. Maya informs us that Saru's 
mother is rarely heard saying anything at all. She is portrayed as the silent, 
composed woman. Probably, her being a widow is the reason for her 
behaving in such a manner. 
 
 Despite the restrictions put on her by the conservative society, Promila 
never let her daughter feel about the marginalised position. In fact, she proves 
to be the image of modern mother who does everything for the sake of her 
daughter's happiness. She neglects the sarcastic remarks of the society and 
celebrates her daughter's birthday. Moreover as a mother she knows her 
responsibilities towards her daughter and therefore wants to be economically 
independent. Thus, she breaks the conventional boundaries and not only 
takes up a job but also decides to remarry. At first the daughter reacts 
strongly against this decision of her mother but gradually she too accepts it. 
Thus, the mother indirectly wants to teach her daughter that journey towards 
the centre can be facilitated by reconstructing the outdated social norms. 
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 In Deshpande's stories, the implications of being a mother and having 
a mother are quite different. As a mother, the woman is expected to make all 
types of sacrifices for others. She is the proverbial milch cow but Despande 
deliberately alters the perspectives to reveal implicitly that despite the limiting 
circumstances the mother can make a successful attempt to rise above 
serfdom. (Adhikari in Dhawan, 1995: 78) The same suffering mother can turn 
into tyrant and oppress other women when she becomes old. 
 
 "Death of a Child" deals with a woman's problem of having unwanted 
pregnancy and the grief she feels for having aborted the child. The couple in 
this story is having already two children so the wife gets restless when she 
faces the unexpected pregnancy the third time in less than four years. "I feel 
trapped. I feel like an animal... It isn't fair. "(44) She cannot imagine that the 
main purpose of her life is to breed "Procreation has always repelled me." (45) 
 
 The attitude of the husband in this matter is different. He tries to 
persuade her to let the pregnancy continue with a ' will-manage-somehow' 
attitude, while the wife is very much aware of the middle-class condition of 
their life. It will be complicated enough to manage the third child with such 
financial constrain. They are already struggling with their life with two children. 
The wife's sorrow is revealed thus – "I love my two children, but I have never 
had any milk for them." (45) Inadequacy of the daily need compels the mother 
to go for abortion. Her husband's very reasonableness infuriates her when he 
says, "It's quite simple really – having a child."  (44)  At this the wife's thoughts 
turn wild and answers back, "Simple? Yes, any cow, any bitch can breed."(45) 
 
 Moreover the protagonist is a personality – conscious lady who is 
convinced that "Marriage, child-birth destroys something in a woman. A 
reserve. A secretiveness. An innocence. "(46) According to her children stifle 
your personality. You became just a mother – nothing more."(45) She wants 
to reserve some part of herself, her life. She is not ready to slice off her 
existence nor do wants to go through the whole process again for a third time. 
She becomes desperate when she thinks, 
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 Thus weighed down by the weariness of life, the wife impulsively 
decides to get rid of her inborn child. After confirming from the doctor, she 
fixes up the day even. Her husband is unable to understand her situation. On 
the contrary he puts the whole burden of the responsibility of this act over his 
wife's shoulders by saying, "You have to bear the brunt of it... by God, I'm glad 
I don't have to decide! "(46) The wife can feel his eyes constantly, accusingly 
on her. He thinks her callous, "When I kiss and fondle the children, I can feel 
him wonder – how can she?" (47) But she is unable to explain him. 
 
 A few minutes before the entry into the operation theatre a strange 
thought flashes across: "Out of our dull embraces, made duller by routine and 
habit, a new life had emerged." (48) So, the produce of a dull sex must be 
withdrawn. After the termination comes the cynical thought: "Congratulations, 
you have just lost a son." (49) After all she is a woman, a mother; she can no 
longer suppress her maternal feelings. She is tossed between grief and 
shame. Guilt fills her psyche. She welcomes it and shoulders the burden with 
"a masochistic fervour." She plunges into chaotic and morbid thoughts. She 
wails: 
 
 
 
 
  
Obviously, she has loved her unborn baby and feels guilty of having 
sacrificed its life for avoiding the pain involved in bringing it up. On 
ascertaining her individuality by insisting on abortion, the wife feels an acute 
sense of loss caused by her own wilful action. The story beautifully presents a 
classic case charged with attitudinal irony, " It’s strange that he, a father 
should feel this way wants another son."(45) 
Years before I can go back to doing anything else. 
Years when my actions are dedicated to, not by 
my will, not by my desires, but by the sheer animal 
needs of the children. (46) 
I feel a heaviness in my own breasts. There is a 
hollow feeling within me... I am conscious of a 
piercing pain in the place he had filled... I feel  that 
the ghost of my dead child walks with me. (50-51). 
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 Deshpande is very realistic and unromantic in her evaluation of the 
institution of marriage and woman's role in child-bearing. Women, the 
inhabitants of the fourth world, have been tutored to believe that to be  wife 
and  mother are her means of ultimate salvation and fulfilment. The mother 
image is revered all over the world but she is not a true partner in the act of 
procreation. She is a slave to be acted upon, meant to satisfy the physical 
appetite of the masters. 
 
 In this story, Deshpande takes a revolutionary stand against the 
conventional norms of child- bearing and motherhood. Her truthful projection 
of facts directs the reader to believe that both the partners should accept 
responsibility of creation and shoulder the ensuing complications. In this 
poignant story, an educated mother decides to abort the unborn child because 
it is 'unwelcome' and also because her impending motherhood makes her feel  
'like an animal,' trapped' and confined. Her strong reaction is justifiable. The 
open confrontation is between the role of a mother advocated by the 
patriarchal society and a desire for self-identity. Her husband raises the ghost 
of guilt in his wife by commenting. "How can a mother be so selfish?" (45) 
 
 In this story, Deshpande scrutinizes the problem that had disturbed 
Sita, the protagonist of Anita Desai in Where Shall We Go this Summer ? The 
question that was raised is: Should an unwanted child be brought into this 
cruel world? 
 
 In all these artistic endeavours many question are articulated: Do the 
mothers have the liberty of womb? Is the mother only a breeder? Cannot a 
woman ask to "reserve some part of myself, my life?" Why should a woman 
be made to feel guilty if she decides to deconstruct the stereotyped image of a 
mother to protect her identity and the welfare of her unborn child? In the story, 
the mother takes on the rational stance against the short-lived emotional 
stance of the father who repeatedly speaks of "managing somehow" (44) 
Deshpande demaximizes (Miller in Showalter: 341) a mother, the eternal 
breeder and nourisher, though she ultimately emphasizes the mother - child 
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bonding. The mother of this story had already played her role satisfying by 
having two children and nourishing them with love and care. It is definitely not 
' selfish' to reserve something for her. By asserting a woman's right to be an 
individual, the protagonist affirms her selfhood and rejects the definition of 
motherhood pronounced by the males for their convenience. 
 
 Thus the mothers of different age groups in Deshpande's stories, more 
often than not, fight their own battles. According to Deshpande women without 
confidence and self-awareness are doomed to lead a life of neglect and 
inconsequence. The woman must be self-contained and active enough to fight 
for her wholeness if she wants to wrest recognition from the dehumanizing 
powers. These stories indirectly concretize Deshpande’s conviction that 
authentic existence emerges from self-affirmation that leads to self-ownership. 
There always comes a point in a person’s life when one may revolt against 
the accumulated humiliation. The voice of revolt can be aggressive or feeble 
but each has its significance. Even a feeble protest can form the core round 
which one can hope to grow and move from the periphery to the centre. In 
short, these stories are shorn of undue romantic embellishments and portray 
mothers who - after a long, bitter struggle - are able to free themselves from 
the stultifying traditional restrictions and can cherish a spontaneous surge 
towards life. These mothers are quite sure of themselves, of their rights and 
their existence and are no longer docile and living in silence. There is a 
marked difference in their attitude as compared to that of the heroines of 
earlier fiction. They have risen in revolt and are raising their voice against their 
exploitation. These mothers are all reflective about their condition. Their 
protest is not for equality but for the right to be acknowledged as individuals – 
capable of intelligence and feeling. They do not look for freedom outside the 
house but within, without painting their lives in various artificial shades of 
sentiments. 
 
The Working Woman: 
 
 The working woman is a comparatively new phenomenon in Indian 
society. Traditionally, her role was confined to the household work but the 
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pressing economic needs, the education of the woman and the changing 
concept of work but the woman and the changing concept of work-values 
have enabled the woman to seek employment opportunity. Career is the 
sphere in which a person’s individuality is expressed and rewarded. T. 
Ashoka Rani says that, “A woman’s commitment to a career reflects her 
desire to fulfil her own potential. It amounts to the rejection of an idntity based 
solely on a relationship – as a mother, wife or a daughter.”(Rani in Bala: 28) 
This extension of the role of the woman has resulted into many conflicting 
situations and new demands in the field of marital adjustment, familial life and 
social participation. The work career not only provides a new status in the 
family and demands new adjustments in her personal and social life. This 
aspect of working woman is delineated in different ways by Shashi 
Deshpande in some of her short stories.  
 
 Many factors have contributed to the growth of the newly emerging 
middle class working women in India. Let us examine how these factors are 
presented in these stories of the fact if she wishes to be independent and to 
contribute become a wage earner. By earning a wage she can increase not 
only the family's welfare, but can attain her personal status and an 
independent social standing. As Rajgopal in his study 'Indian women in the 
New Age' Points out, "Women are gradually realising that they have 
personalities of their own as human beings and that their mission in life does 
not end with becoming good wives and wise mothers."  (Quoted in Jain: 182) 
The same attitude of woman is very well brought out in the story 'it was the 
Nightingale'. 
 
"It was the Nightingale" is a story of a wife sacrificing her conjugal bliss 
for the sake of preserving her identity. Like Saru, in The Dark Holds No 
Terros, Jayu in "It was the Nightingale, "is a career woman. Here, the 
protagonist, lovingly called Jayu by her husband, is all set to go abroad for a 
couple of years to pursue her career. She knows that her husband is not 
happy with her going away but has put on a facade of "understanding- but- 
not caring" (10) attitude.  
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 Jayu realizes that it is not quarrels that shatter a marriage, it's doing 
things separately. Being away for two years she will not be able to share her 
experiences with him and vice versa. Each experience may act as a brick that 
can ultimately become a wall between them. She wonders: "Can we stand two 
years of separateness?"(11) Thus, the story explores man-woman 
relationship on the emotional level through the strong longings of a lady for 
her husband. Though Jayu is aware that the long separation will be equally 
painful for both herself and her husband, she is determined not to let the 
opportunity go. She justifies her decision by saying, "To me, our lives are 
intertwined, yet they are two different strands." (13)  
 
 Jayu knows that if she gives in once, her fate would be similar to that of 
her mother who denied herself of everything for the sake of her family. The 
wife values free will in preference to self-abnegation that strips one of 
everything leaving behind a void. Having decided to give a preference to her 
career, she feels that she would not like to miss the chance. She does not 
want to be just a wife and mother. The husband however feels that she should 
have bothered more about the family and their plans for having children than 
about her career – like his mother did. But Jayu is not a conventional woman 
who tries to fix in a traditional role of a woman. She is a new woman who 
thinks that, "New the child will have to wait. We will not let it born yet." (12) 
 
 Jayu is a woman who can see beyond the rigid fixed pattern of the 
family. She is an ambitious careerist wants to sustain her separate identity: 
"To me, our lives are .... like two lights that shine more brightly together, but to 
keep my light burning is my responsibility and mine alone." (13) But for her 
husband it is not pride or ambition, but obstinacy" (14-15) that is her real vice. 
With a typical Indian Mentality, the husband tells Jayu that an Ideal woman is 
one is totally selfless, totally loving and sacrificing. For him, his mother is the 
ideal woman.  
 
 The Husband's mother is like Saru's friend Smita in The Dark Holds No 
Terrors who is concerned only about him. She had told Jayu umpteen times " 
I never went even to my mother's house once after my mother-in-law died, 
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because if I did, who would look after him?” (13) While, Jayu's awareness 
about her ‘self’ does not allow her to erase her individuality for the sake of 
family. She does value and love her family but she doesn't want to earn glory 
of womanhood by sacrificing her identity. Jayu feels sorry and even contempt 
for her mother who  
 
 
 Jayu does not want to live thus and battles her way out of home knowing full well that this would be treachery to her mother.
 
 
absence she is certain to feel – "He does not know, he will never know, how I 
fought myself. How I have longed to give ambition and success the go-by and 
stay with him." Jayu has nurtured such a savage in her which "destroys all 
such self-destroying doubts." (12) 
 
   
 
 
 Though emotionally dependent on her husband, she is opposed to the 
social stand of woman for whom, "Life held nothing, literally nothing, apart 
from husband and children." (13)In trying to assert her will, she foregoes the 
comforts of a home and suffers the pain of separation from her husband 
which shows that she is an unbending egoist, an ambitious and career-
minded woman. Thus, the story portrays man-woman relationship on a 
different footing all together. It seems to be written in contrast to "A Wall is 
Safer". 
 
 She is strong enough to define herself and vindicate her stand. She 
has the courage to define herself, to go abroad for higher studies despite her 
husband's mild objections who thinks that all this hard work is unnecessary for 
the young wife. She takes the bold step because "that's how I wanted it." (94) 
She can feel the reproach in him but she still goes out on her voyage to seek 
selfhood. She refuses to sacrifices her in-law had done to her conventions.  
 
"And all my fortunes at thy foot I'll lay, And follow 
thee my lord throughout the world! ”All my 
fortunes? That's easy. But all myself? (16) 
....had nothing of her own, who tried to live her life 
through her husband and daughters.... Who  
tortured herself and tormented us. Who made her 
own hell and  gloried in it. (14) 
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 Deshpande is convinced that women have the capacity to determine 
their priorities for self – discoveries and still continue to weave the fabric of 
family harmony. Living only through one's husband and children as Jayu's 
mother did, one is bound to feel shackled and bitter and yet the question of a 
woman's ambition is always sidetracked. Conventionally, the ideal woman for 
a man is one who is "totally selfless, totally loving." (93) 
 
 Another most important reason of women's working outside is the 
economic need. Today, in a middle class family the husband's earnings are 
inadequate to meet the bare necessities and the family needs more money 
than that one person can earn. With this additional role, she has to perform 
her dual role at one time, i.e. role of a house-wife and that of an employee, It 
is very difficult to carry out both the responsibilities at home and at the job, 
especially for mothers of young children. It creates a lot of conflict and 
confusion in her roles. This role conflict is faced by the protagonist of 'Can 
You Hear Silence?’ 
 
 The stress and strains of a working woman in her family situation is her 
been analysed in the story 'Can You Hear Silence?’ The protagonist of the 
story is a mother of three daughters who has to take up a job out of economic 
necessity because her husband's income is insufficient to make both the ends 
meet. She cannot afford to be a mere housewife.  
 
 The family of five, husband wife and their three daughter lives in a 
single roomed flat of on apartment located in a very crowed and noisy area of 
the city. Both the husband and wife work hard so that they can purchase a big 
house in some quitter are. The father works for the whole day and comes 
home late at night. Sometimes there are days when daughters don't even see 
him. The wife is fed of such life where she cannot spend enough time with her 
family. She knows that they both have got to struggle for some time. But 
frustrated wife once throws questions at her husband, "How long? My God, 
how long?" (20) The husband tries to cajole her and children by saying that, "I 
have to work very hard for a few years. Once I get going, I'll be able to spend 
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more time with you children." (20) At this the wife retorts very sharply that 'By 
which time the girls will wonder who you are when they meet you.' (20)  
 
 The agony of the mother is revealed in this sentence. Her discontent in 
her present situation is explicit. She herself remains at her work place the 
whole day. Moreover the conflicting role expectations which an Indian middle-
class woman faces is very well brought out in the story. She contributes to the 
maintenance of the family and at the same time she fulfils all the family duties 
playing the roles of a wife and a mother. Her work at home starts from early 
morning with fetching the water and preparing breakfast and cooking and 
getting her daughters ready for schools. She has to tolerate not so satisfied 
work of her maidservant and even her arrogance because she cannot do 
without her. She is so burdened with conflicting roles that her dreams, 
feelings, aspirations remain unexpressed.  
 
The protagonist longs for a quieter place where she can provide her 
daughter with beautiful surroundings. She in fact longs to hear the silence. 
She once tells her daughters about her beautiful home. Her desire for one 
such place is seen in the following words: 
 
 
 
 The mother is doing the extra-marital economic activities simply 
because she wants to get out of this place and for their better livelihood. 
' I had a beautiful home… It had a tiled roof. Do 
you know how friendly the rain sounds when it falls 
on a tiled roof? And how gently it slides off from it 
on to the ground? It's a steady drip that can you to 
sleep… 
 Sometimes in summer, we slept in the 
courtyard. We could lie in the dark and watch the 
stars comp up. And everything was so quiet that 
when we spoke the words came out soft, as if we 
were afraid of hurting the silence … you can't 
imagine how soothing that sound is …. I wonder 
whether I'll ever hear silence again.' (22-23) 
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Moreover she wants to provide adequate accommodation facilities to her 
daughters because they are the young school-less existence in the cramped 
quarters. To create a so-called privacy for her and her husband, they have 
arranged a curtain partition in the room. Thus, the story unfolds the problems 
faced by the lower middle class people residing in quarters with inadequate 
living facilities. And because of their belonging to lower middle class they 
helplessly dwell there keeping the genuine pain, grudge and frustration within 
themselves.  
 
 The protagonist of the story is lost in the biting and painful pangs of her 
married life, which is nothing but the sum total of dull, dreary routine. She 
seems to be the member of lost paradise and wants to regain it by helping her 
husband economically because she wants to 'hear the silence again.' Thus 
there is a submerged pathos in the story of lower middle class people residing 
without adequate living facilities.  
 
In ''Wall is Safer'' though a career- conscious woman, Hema gives up her 
profession for the sake of her husband's successful agricultural research-
oriented ambition. She sacrifices her law education in a remote place playing 
a good house wife's role. Hema gets used to mechanical life remaining busy 
with cooking, cleaning, washing, ironing and helping the kids with their 
lessons. To break the monotony of life Hema visits the few houses in a nearby 
area. She gets used to 'the monotonous grind of the conversation... '(70) but 
she cannot get used to is the way she felt when she was with  them. She felt 
as if her own reflection sliding past her in a continuous series. She thinks 'so 
many identical reflections of my own self... they make me uncomfortable.' (70) 
 
 Though outwardly she says that she is all right as she is, '...After all, I'm 
a good housewife now' (69), inwardly she longs ' to be one of those women 
who carry their work about with them....a writer, a painter, a musician...' (71) 
as well as is  eager 'to have the house and the day to myself once  more' (71).  
It pains her to think that she is there, 'not out of choice, but because there was 
none.'(66) She is, as Sushma bluntly says, "And here she is, the woman 
behind the successful man, the one to whose support you owe everything. 
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"For some reason I think of the cry of the new-
born. A triumphant assertion of being. Existing. 
And I also think of how there is no difference, none 
at all, between the cry of a female baby and a male 
one. When does it become a virtue to stifle that 
cry?(70) 
The devoted, self-effacing wife... "(69) Truly, Hema goes on effacing herself. 
Moreover, she is painfully aware of this fact. Here arises the quest for identity. 
 
  
  
 
 
  
 
 It is a bitter fact that in conservative society of India the profession of 
husband what matters most while that of a wife is taken for granted. Hema in 
the above words raises the feminist question. Why this discrimination prevails 
in society? Why only the woman has to stifle her ambition? And why this 
stifling becomes the virtue? Why this sacrifice is demanded from woman 
only? 
 
 The protagonist stifles her ambition because she doesn't want to 
disintegrate her family. She thinks if she continues with her career, 
 
  
  
 
 
 
 Vasant, like any typical Indian husband asks Hema to change the 
profession and join (go for) some teaching in any nearby town. At this time 
Sushma retorts that she is a lawyer and not a teacher and asks him if he 
would change his profession overnight. She makes a valid point here 
challenging most men's attitude towards their wives' career. Hema was just 
giving up safeguarding her marriage. Her husband is totally indifferent 
towards her profession. It pains her. She wants to say that she is a pure 
professional like him. 'I'm a lawyer, not a social worker.' (69) She doesn't want 
to be bitter or ironic so she says that she is all right as she is. Though inwardly 
"... it means two establishments. Money problems. 
A week end... no, a vacation marriage. The 
children without their father for months. Me 
without a husband for months. He without a wife 
and children for months. So....? (68)  
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she bitterly envies Vasant when he comes home, fired, satisfied and full of 
what he has been doing. 
 
  
  
 
 
 The protagonist never reveals her inmost desires into plain words 
because she doesn't want to threaten the tenuous peace she has built round 
herself. 
 
It is an interesting story, about a marginalized woman. Three women 
characters, Hema the wife of an agricultural scientist, Sushma an advocate 
and Sita the maid-servant are defined differently. Deshpande does not preach 
but the uncovered facts make the conclusions inevitable. The contrast 
between failure and success is too obvious to be ignored. Shusma is happy 
as a career woman but Hema, self-exiled from her work-world for the sake of 
her husband's 'satisfying job', repeatedly thinks, " I am here, not  out of 
choice, but because there was none." (66) Sometimes she is soothed by the 
quiet of the country life but “more often, however I am angered that it makes 
so many years of my life take on the grey colour of futility." (67) Here, 
Sacrifice brings in no satisfaction. The brewing frustration makes her realize 
that as a wife, she has been hedged in by the patriarchal norms. Her 
diminishment as a person is disturbing. Trapped in family duties, she lacks the 
strength to fight for her cause. 
 
 It is taken up by Sushma, the common friend. The typical male attitude 
is revealed when the husband as a solution to Hema's frustration glibly says, 
"She can teach." (68) It is Sushma who hits back, "For god's sake man she is 
a lawyer not a teacher. Would you change your profession that way 
overnight?" (68) His reply is, "It is not the same." (68) The conversation 
crystallizes the male attitude that always demands a woman's sacrifices of the 
self; she is not expected to assert and demand but give eternally. Her 
feelings, ambitions are inconsequential. 
"Formerly he used to share his day with me. Not 
any more. I wonder why. Maybe, it's because I 
have nothing to offer in exchange. The small  cash 
of my day seems trifling in comparison. "(70) 
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 The self – effacing Hema is surprised "by a fierce surge of longing to 
be one of those women who carry their work about with them – writer, a 
painter, a musician." (71) Her craving unfolds the bitter truth that her authentic 
existence has been jeopardized. Sita, the maid's plight is more serious. Her 
original name (identity) is forcefully altered to pair well with her husband's 
name, Ramchandra, though he is nothing less than a scoundrel. Ironically, his 
name is left untouched. 
 
 A woman always has to adjust to the changing circumstances. Her 
triumphant assertion is consistently stifled; her identity is crushed or effaced 
by the male-centric culture. An eternal truth is being re-established by 
Deshpande that women are tutored to feel happy as long as they agree to 
remain in the periphery, satisfying the demands of men.  
 
 The story does with the reference to the barbed wire fence that is being 
erected around Hema's house for safety purposes. The maid's innocent 
remark, "What is the use of barbed wire? They should have built a wall. It is 
safer." (71). is pregnant with double meaning. The casual remark provokes 
Hema to reflect, "With a wall you can't even see what's on the other side. But 
suppose the dangers are inside? What do you do then?” (71) The closing 
question compels the reader to ponder if it is  safer for a woman to build a wall 
round her self and be circumscribed or better to enjoy the untrammelled  spirit 
of liberty without being restrictively anchored to familial responsibility. To 
Hema, physical walls can do nothing because the feeling of frustration lies 
within. The real terrors are inside us all the time. The dangers can be on this 
side of the wall as well. But be the dangers from within or without, situations 
despairing or destabilizing, suffering physical of psychic, Deshpande does not 
let the family disintegrate. None of her protagonist walks out like Ibsen's Nora. 
Whatever be the cost, the family ties are not served. Though the bridges are 
broken, they are not demolished. In some the stories she hints at the missing 
links and the need for mending them.  
 
 Deshpande in "The Wall is Safer" deconstructs the belief that a woman 
is always happy behind the safe domestic walls. Hema, trapped by the male 
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hegemony does not resort to open revolt but falls back upon introspection, 
apparently silent, to communicate her disquiet as a marginalized woman. 
Through circumlocution, Deshpande articulates that Sushma is neither a 'have 
not' nor a loser. Her stories reinforce the idea that she writes about the 
feelings of middle class woman "not as their champion but as their articulator."  
(Futchally in IBC: 24) But it must be added that she feels very strongly about 
the doormat condition of women. Her rejection of the stereotyped existence is 
clearly registered in this story. The title is used literary and metaphorically. It is 
a physical truth and also a symbol of woman's confinement. The protagonist 
of the story emotionally seeks freedom and self-expression but physically she 
is incapable of putting in the struggle. 
 
 One more story which highlighter the false standards of a husband 
towards his cripple but working wife is 'The Valley in Shadow.' Just after the 
birth of their first child, a son, the husband withdraws himself. He starts 
showing indifference towards his wife. Gradually the wife realises that he has 
married her not out of sympathy, not even for having a son but for the usual 
reason … money.  
 
  
 
  
 
 
 
 The wife in this story is working in a government office. She is earning 
more than he does. Here we can compare this story with the story 'A 
Liberated woman', where the humiliated ego of a husband is seen due to the 
greater prestige of his wife. But in this story the male ego would not feel 
inferiority or humiliated because his wife is a cripple. Thus his male-ego is 
safe under the guise of his so-called generously towards a physically disabled 
wife.  
 
Not just the money my father gave us, but the 
money I earned each month. And even if I was 
earning more than he did, the fact of my being 
crippled levelled out the difference between us so 
that he did not have to feel humiliated as he would 
have with any other woman. (39-40) 
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 The foregoing discussion can be summarised thus: Shashi Deshpande 
in these stories projects the Indian society which is witnessing a great change 
in the social fluidity and intermixture of social groups. She tries to say through 
these stories that the woman, whose status and role traditionally was well 
defined and almost fixed in the family situations, is now experiencing the 
impact of change. The reader gets the picture of what change in the status-
role sets of women have occurred and what conflicts and restraints as issues 
of adjustment have been introduced in her status and role under the overall 
process of change.  
 
 As it is seen in these stories, sometimes the family conflicts force 
women to work. Out of economic necessity, they accept their extra familial 
economic role. Alka in 'The Awakening', the mother in 'Can You Hear 
Silence?' and Pramila Auntie in 'The Cruelty Game' work either to help the 
family financially or to gain economic independence. In some of the stories, 
the protagonists are ambitious and in order to gain social prestige and 
recognition they work. The daughter in 'And Then' and the wife in 'Liberated 
Woman' are career-conscious woman. However in order to fulfil their dreams, 
they meet with conflicts. But very easily casts off her traditional boundaries as 
she is shown very much selfish about her career and does not bother about 
her filial responsibilities while the wife (‘LW’) suffers a lot due to her husband's 
inferiority complex. She can neither give up her job nor can she break the 
marital bond. Her situation is very pathetic. Moreover the protagonist of 'It was 
the Nightingale' too is career conscious woman who wishes to utilise her 
talents and develop her personality. From this example, it can be said that 
Shashi Deshpande is convinced that women have the capacity to determine 
their priorities for self – discoveries and still continue to weave the fabric of 
family harmony.  
 
 However, through some of the stories Deshapnde shows that the 
change in the conservative attitude towards working women is slow. 
Traditionalism still rules their attitudes. The mother in the story 'And Then?' 
wants her daughter to get married first before she goes abroad to pursue her 
career. Pramila Auntie ('CG') is very much criticised by the women of her in 
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laws when she takes up a job after the death of her husband. In spite of 
sarcastic remarks of the family, she does not give social status of the wife is 
not tolerated by the husband ('LW'). It hurts his male ego. In another story, the 
wife though a career-woman (‘WS’) has to give up her profession for the sake 
of her husband's successful agricultural research-oriented ambition. It is a 
bitter fact that in a conservative society of India the profession of husband 
what matters most while that of a wife is taken for granted.  
  
 Another point which is observed in these stories is that for fathers and 
husbands the family roles of the woman have priority before all other roles 
which she may take up. This is very well brought out in the story 'I want...". It 
seems that the role conflicts will not become manifest as long as the woman 
agrees to subordinate all other role to dominate family roles, e.g. as long as 
she subordinates her education to the role expectation "marriage", ('I want…' 
and 'And Then ?), as long as she does not put her career above her duties as 
housewife, wife and mother. ('It was Nightingale' and 'Wall is Safer') As soon 
as the woman does not recognise the unconditional primacy of the family 
roles, but pursues her extra-familial activities independently of these roles, 
open conflicts between the woman and her role senders are bound to 
emerge. (Mies: 166) It can be summed up from the study of these stories that 
role conflict is faced by most of the protagonists. Some of them subordinate 
their professional role while some of them assert their individuality.  
 
Woman in Myths: 
 
 Over the years, myths have been reinvested, reshaped, regionalised. 
We have so internalised them that they have become part of our psyche, part 
of our personal, religious, and Indian identity. According to Shashi 
Deshpande, 
 
 
           
 
Myths condition our ideas so greatly that often it is 
difficult to disentangle the reality of what we 
perceive from what we learn of ourselves through 
them. (Deshpande, WFTM: 88)                                                                                                                        
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 Truly, myths shape people's minds and opinions. Again, the characters 
from the epics and Puranas have become stereotypes. And these stereotypes 
have become the ultimate role models we cannot entirely dismiss. The irony is 
that the role models are held out only to women, "To be as pure as Sita, as 
loyal as Draupadi as beautiful as Lakshmi ..... Nobody expects a man to be a 
Rama or a Krishna, an Arjuna ....." (Deshpande, WFTM: 89) It is because 
these myths have been created by men. 
  
 Women writers are now exploring such myths and stereotypes. This 
phenomenon has been partly influenced by the growing strength of feminist 
thinking. Through such myths, they rediscover themselves, retell their own 
tales and find things relevant to their lives.  
 
 Shashi Deshpande has written a couple of stories based on characters, 
mostly women, from the epics.  Her interpretation is different. She presents 
the stories from the myths differently by breaking the stereotypical images of 
the characters. She makes the reader see the other side of the myth. She 
discovers from the myths what is relevant to our lives today.  
 
 The story, "Inner Rooms" is about a woman Amba, princess of Kashi 
from the epic Mahabharata. In fact it was Iravati Karve's reading of the 
character of Bhishma, the grand old man of the same epic that inspired 
Deshpande to write this story. Bhishma has always been regarded as one of 
the greatest heroes of the Mahabharata, the utterly selfless man, the peerless 
one, revered by everyone in his time. But to quote Iravati Karve (from 
Yuganta) 
 
 
 
 
 
 
 
The Mahabharata does not reveal that there was  
any    attitude of chivalry towards women. But no 
man had shown the utter callousness that 
Bhishma had. Yet we cannot say that Bishma 
committed the cruelty deliberately. It seems that 
he was indifferent to it. (Quoted in Deshpande, 
WFTM: 90-91) 
 143
The story of "Inner Rooms" in brief:  
 The story relates the tragic story of Amba, the princess of Kashi, an 
ancient Hindu kingdom. In consonance with the codes of marriage of those 
days, she along with her sisters is abducted by Bhishma, the celebrated 
bachelor, to be given away to his brother Vichitravirya, as bride after defeating 
her lover Salva, the king of Sauba, in personal combat. Though Amba is in 
love with Salva, he has through his defeat forfeited his claim on her. Amba 
does not want to marry Vichiravirya; and so returns to Salva and tried to 
persuade him to marry her, but he flatly refuses to do so because of his 
wounded pride. Further, to her dismay, she finds herself rejected even by 
Vichitravirya who has come to know of her love for Salva, and by Bhishma 
because of his vow to remain a bachelor. Frustrated, she gives herself up to 
the funeral pyre resolving to wreak vengeance on Bhishma in her next birth.    
 
 Shashi Despande presents the above episode from the Mahabharata 
while highlighting an agonizing existential loneliness of Amba. The agony of 
Amba not only spells the inner trauma of Amba but also paradigmatically 
indicates the predicament of women in general oppression and humiliation 
and the resultant despondency and hopelessness. (Geeta in Dhawan, 1991: 
171) 
            
The above incidents are there in the Mahabharata, narrated straight. But 
Shashi Despande gives them a new version and narrated them through Amba 
and saw her anger, her utter disgust of the games men play, of her despair at 
having become a pawn in their game and finally, her decision to kill herself, 
not as a defeat, but because she thinks that if she cannot control her life, at 
least she can control her own death. (Deshpande, WFTM: 91) 
 
 Through the character of Amba, Shashi Deshpande focuses on the 
plight of women in the male – dominated society. In the story Amba says that 
at the hands of male chauvinists, woman becomes a mere puppet,   "A pawn 
in the game, to be moved and discarded as the rules demanded." (16) Even 
T. N.Geeta is of the view that Amba's fate is prototypical of that of the 
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mistreated , humiliated woman suffering at the hands of male chauvinists 
found in every country and in every age.(Geeta in Dhawan, 1991: 171) 
  
             Moreover the title of the story is very symbolical. It signifies the 
chambers of passivity which stifle the voice of protest for the sake of social 
and moral security. It indicates the marginalization of woman within the four 
walls of the room where she remains confined suppressing her individuality. In 
short, the woman is supposed to live with many restrictions and prohibitions 
imposed upon her by the man. "But gradually, relentlessly... (don't, don't, you 
cannot)... the world had closed in upon her, pushing her into the women's 
rooms."(17) Usha Bande too expresses the similar view by saying that 
,"Shashi Deshpande makes Amba the representative of all women who suffer 
oppression and humiliation at the hands of the society governed by male 
rules. Amba's revolt against the male-order is rendered meaningless; she 
loses all relationships that would have given some semblance of meaning to 
existence." (Bande in Singh: 136) 
 
 Again Deshpande touches ironically upon the delicate matter of sex. 
Sometimes women are considered no more than an object to satisfy the 
physical hunger of the husband and a breeding machine. Moreover, in Indian 
families, the male child is preferred because it is thought that he will 
propagate the family lineage. Amba felt fleeting pity for the sisters she had left 
behind "in these inner rooms she had escaped from, stoically enduring the 
nightly lustful assaults of their husband, all in the hope of bearing him sons. At 
least she had escaped that degradation by rejecting that same husband in an 
open assembly." (17) 
 
 At first Amba invoked their rules to aid her. She had been exultant. She 
was the winner. But the victory had been illusory. Ironically, "the very rules 
she had invoked in her favour, worked against her." (20) She was tossed here 
from there. She was refused by Salva because he was defeated, by 
Vichitravirya because she was in love with another and by Bhisma because of 
his vow of celibacy. Everyone used one or the other code of conduct to cover 
their real emotions. "Bhisma was angry, Vichitravirya humiliated, and Salva is 
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ashamed." (20) Sometimes words and ideas cannot mean the same to 
women as they do to men, because what they are really built around is the 
self-interest of men. Women have not participated in the process of word 
making. This is what Amba in the story thinks when she asks: "Honour, 
dishonour, right, wrong... what are they all but words used by men to cover 
their real emotions?" (20) Amba wants to say that words are understood in the 
context of men's lives. They try to deceive with words and ideas, "Substitute 
for passions and emotions." (21) And in the game of words, woman becomes 
a mere pawn, "to be disregarded, ignored; her will, her determination, had to 
be set aside as nothing because she was only a woman." (19) 
 
 As a result of conspiring circumstances, Amba cannot remain a 
daughter or become a wife and the "fact" that she can relate herself to none 
spells an agonizing existential loneliness. In an utter sense of isolation she 
renounces the world where "life was lived according to rules that made no 
sense to her." (22) She sacrifices the pawn herself which is the act of her 
own. "At least this one thing, would be of her choosing, the way she wanted, 
at the time she chose." (23) Thus, disinherited, Amba becomes a terribly 
lonely figure whose only wish is to kill her tormentor. She does not mind if she 
has to wait for lives to come to have her revenge. In Amba, we see the 
reincarnation of the 'New Woman'.  
 
 All these incidents are there in the Mahabharata, narrated straight. 
Shashi Deshpande narrated them through Amba and saw her anger, her utter 
disgust of the games men play, of her, despair at having become a pawn in 
their game and finally, her decision to kill herself, not as a defeat, but because 
she thinks that if she cannot control her life, at least she can control her death. 
 
 Framed by the cultural context, her women are also concretized 
through myths, legends, ritualistic manifestation of the social order (like the 
use of kumkum) and various images. She views her women with the help of a 
microscope and concentrates on their complex psychology that has been 
perpetually walled by the dynamics of 'don'ts.' 
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 Amba, the legendary character of the Mahabharata in "The Inner 
Rooms" is denied meaningful identity by a constant reminder, "Don't you 
cannot."(17) In the name of "Right Honourable" (21) she is treated most 
inhumanly by Bhishma, Vichitravirya and Salva. Eventually, they undermine 
her self-sustaining identity. "Who was she?" (22) she questions piteously. The 
pathetic story narrated through Amba's monologues mirrors the unaltered 
predicaments of women in India. The theme in this way achieves universality. 
Deshpande suggests discreetly that many women are yet to be touched by 
the wind of change. Women like Amba can only choose death, not life.  
 
 It is indeed a sad commentary on the state of affairs! Even though 
Deshpande desists from concluding her stories in a mood of despair yet she 
cannot remain indifferent to the facts of life. Amba's existence is deliberately 
reduced to nothing by the community of men. She realizes the bitter truth 
when she finds "even the dark people of the forest looking through her 
incuriously."  (22) Her status has been so thoroughly decimated that she, the 
princess of Kashi, is ignored by the 'black people,' the ignorant and the 
lowest. She decides to burn herself. Ultimately, "nothing left but silence." (23) 
Amba's revolt had been silenced mercilessly.  
 
 The reader may take solace from the fact that she had returned 
eventually to take her revenge against Bhisma. In the final battle, she makes 
the man pay for his misdeeds.  
 
 Shashi Deshpande has retold the story of Indian mythology in "Hear 
me Sanjaya". She has re-examined our epic ' The Mahabharata ' in the most 
artistic way.  Kunti has been considered as the eternally silent mother of the 
Pandava brothers in this epic. Shashi Deshpande has given her voice to 
reveal her feelings to know reasons behind her actions.  
 
 The story runs thus: The epic war is over. Kunti decides to follow the 
king Dhritarashtra and the queen, Gandhari to the forest. Vidur and Sanjay 
too accompany them. During their stay at the forest, Kunti takes a walk with 
Sanjay who had reported his blind king all the happenings of the war. After the 
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war is over he becomes silent. Here lies the irony that the talkative one has 
lost his tongue and is condemned to listen, while Kunti, the silent one has 
suddenly found her tongue. In this monologue, she reveals her feelings of why 
she bore a multitude of disasters in her life and what moved her silently. 
 
 Kunti is one of the important characters in the epic 'The Mahabharata'. 
She plays a major role in giving dramatic touch to the epic story. Her actions 
shape the story artistically. However, she has not been fully delineated in the 
epic. We judge her from her actions only. The person behind the actions is not 
exposed. Each of her actions leads one to ask what was there in her mind 
when she had to take few crucial decisions in her life. 
 
 Kunti's life is an unenviable one. From Pritha she becomes Kunti after 
she was adopted by king Kuntibhoja. Only this much is told in the epic while 
Deshpande in this story reveals the pain and fear of a little girl who was too 
little to understand this change in her life. Deshpande's Kunti says, 
    
 
 
 
 
 
 
 
 
 
 Suddenly, Kunti appears before us not as a type but as an individual 
with flesh and blood. Kunti now feels that she very late in her life realised that 
she could not easily adapt to the change of her identity. Kunti becomes real to 
us. She is not just another name in a great epic. 
 
My father gave me away – how easily he gave me 
away. As if I was a bit of property...  
And I can't even remember if it made me 
angry?...But I remember I was frightened. It 
thought my father had given me away to his friend 
because he was displeased with me, because I 
had done something wrong. And I thought- what if 
I displease this man too? Will he give me away to 
someone else? And so I did everything I could to 
please him, I tried hard... never to displease him. 
(48) 
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 Another event which is re-written in this story is that of Kunti's first born 
son. She gave birth to him when she was unmarried and had to depart from 
him. She had left him in a basket on a river. Years after, she meets him as a 
grown up man, Karna by the riverside. She longs to hear from her son the 
word 'mother ' but he never called her so. The story reveals the agony of a 
mother who is helpless enough to tell her son the truth of her life. 
 
 Kunti of "Hear me Sanjaya..." feels much pain when she remembers 
her husband's second wife, Madri. This episode in her life shows how 
discarded she felt in the presence of Mandri who was more beautiful than her. 
She tells Sanjay," Do you know how unfair life is to a woman who does not 
have beauty?" (45) Kunti was filled with anger and grief when Madri took all 
the glory away with her and left her with all the drudgery and responsibilities. 
  
 Polygamy being the accepted custom in the monarchial set-up of good 
old-days, Kunti is said to have welcomed Madri, King Pandu's second wife, as 
her younger sister without any jealousy or complex. But "Hear me Sanjaya..." 
expresses Kunti's modernized mental agony – beauty dethroned by the other 
woman. Even Madri's leaving Nakul and Sahadev behind is resented: 
 
 
 
 
 
 Bring up five children – two of the other woman, is more than a 
domestic drudgery today. 
 
 Even in case of Draupadi, Kunti feels guilty of doing wrong to her. For 
the sake of her five sons, Kunti took away the joy from Draupadi who has to 
become the wife of five Pandav brothers. She did it to keep her sons together, 
to get the kingdom back. She had to become a hard woman as she had to 
make the choice she did that day. She tells Sanjay that she had to become 
one such otherwise she would have not survived.  
 
'Take my sons, look after them', she said. And I 
was angry. She is escaping, I thought, she is 
taking away all the glory, leaving the struggle, the 
drudgery for me. (46)  
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 She considers the vows taken by Gandhari as "futile vows" – vows of 
blinding herself as the husband is blind. According to Kunti, it was a wrong 
decision by her. Moreover, she satirises the vows taken by Bhishma who was 
revered so much. Deshpande's Kutni says that her mothers-in-law suffered 
injustice silently due to the vow of Bhishma. They are given zero existence in 
the epic. Their suffering is highlighted by Deshpande's Kunti: 
 
  
 
 
 
The incident of Amba, Ambika and Ambalika is there in the 
Mahabharata, narrated straight. But Shashi Despande gives them a new 
version. Through this incident, Despande wants to say that women are 
considered no more than an object, a mere breeding machine. Both the 
sisters are denied meaningful identity in the epic. Even today, the women's 
condition has not improved materially despite the efforts of feminists and 
movements like the International Women's Liberation movement. It is a 
condition characterized by the acceptance of the dictum that she has to seek 
the meaning and purpose of existence only within the orbit and ambience of 
family through passivity which is deeply ingrained in her. (Interview to 
Viswanathan in Pathak: 236)  
  
 Thus, Kunti in "Hear me Sanjaya" evolves as a real being who reveals 
her grief and despair behind each of her action that she had to take in her life. 
This Kunti proves beyond doubt what a fallacy it is to talk of women as the 
weak sex. She has done what had to be done. Moreover she also knew well 
that women were almost always at a disadvantage, that they had to bear 
silently many injustices in their lives. Thus Deshpande's Kunti emerges as a 
real woman who touches to our hearts whom we can understand, and 
sympathise with. Deshpande has put life in the character of Kunti by 
articulating her emotions in a very moving way. Thus, the writer has broken 
the stereotypical image of Kunti and has made the readers empathise with the 
silence of Kunti bringing a new dimension to the oft-told story.  
They rarely spoke, except to each other- and that 
only in whispers- and moved about so little and so 
silently it was hard to remember they were there. 
(42) 
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 Shashi Deshpande rewrites the story of Draupadi in the story "And 
what has been decided?" and gives voice to her anguish of being cheated, of 
having become pawn by their husbands, the Pandavas. Moreover, 
Deshpande views the agony of a woman in Draupadi who was destined to 
marry five men. 
 
 The episode which Deshpande takes from the epic is that of the end of 
the thirteen years of exile including the year of disguise. The Pandavas along 
with Krishna are discussing about the reconciliation ('Sandhi') with the 
Kauravas. From this discussion it becomes clear that all of them want peace 
and not war. Moreover Krishna is going to Hastinapur to ask for their right – 
one village for each of the five brothers. At this decision Draupadi cannot 
control her anger and flares up. She does not understand why they are 
begging for what is theirs by right. She thinks that it is like humiliating oneself 
by begging and pleading for what is his. 
 
 Draupadi fails to understand how her husbands, the Kshatriyas want 
peace at the price of dishonour, how can they forget their past when they 
were cheated, insulted and even humiliated by the Kauravas. Moreover she 
wonders how her husbands can forget the way their wife was treated and the 
oath taken by them. At this point Deshpande makes the woman in Draupadi 
realise that "promises made to women, mean so little." (28) Suddenly the 
readers start sympathising with Draupadi who is believed to be an arrogant 
woman. Deshpande gradually builds her character and gives her individuality 
by revealing the pain, suffering and anger of a woman. 
 
 Finding her husbands unresponsive and passive, Draupadi can no 
longer control her emotions and anger breaks through her feigned composure 
and bitterly retorts them that, that is not the language of the Kshatriyas. 
Krishna tries to placate her and tells her to trust her husbands who will not 
forget the wrong done to her. Again Draupadi sarcastically remarks that she 
cannot trust them because they gambled her away. She was used as an 
object, a mere property that can be used at convenience. She was made a 
pawn in the gambling by her own husband, 'dharmraj' Yudhisthir who is 
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known as a person who has never done a wrong thing neither has he spoken 
a wrong word. But Draupadi very clearly tells him that "he did wrong when he 
gambled his wife away..."(26) she was so hurt that day but "none of them 
came to me at the end of that terrible day... Not one of them even sent word 
to me." (29) 
 
 After much debate it is thus decided by Yudhisthir that "the Queen 
wants war and she will have it." (33) In the epic, the Mahabharata it seems 
that the Great War takes place because of the strong insistence of Draupadi 
to avenge the wrong done to her. Draupadi is considered responsible for 
taking this deadly decision. But Deshpande's interpretation makes the readers 
see the other side of this. 
 
 This story reveals that they had already decided on war because they 
wanted their kingdom. They placed the whole burden of blame on Draupadi 
because they did not want to damage their honour by being responsible for 
the death of thousands of people in the war. They made her believe that it 
was her decision to have war. She was thus cheated. The whole episode of 
the decision on war reveals that Draupadi became a mere pawn at their 
hands. They played with words with Draupadi and used diplomacy by showing 
no interest in war. In fact they wanted war but they want Draupadi to take the 
responsibility of the decision so that their dignity can be maintained. No doubt 
Draupadi wanted to avenge the wrong done to her but the Pandavas too 
wanted the war to take back their kingdom. They put on before Draupadi the 
false mask that they want to go for 'Sandhi'. In fact this way they want to 
provoke Draupadi who fails to understand their game. 
 
 Moreover in the epic, Draupadi has been shown as a spirited woman 
full of proud but Deshpande's Draupadi is a picture of a suffering wife who 
was deceived by the man Arjuna whom she had garlanded. She recollects the 
day when she was married to Arjuna but she was asked to accept his brothers 
along with him as her husbands. She painfully remembers: 
 It was a brahmin youth I had garlanded and 
followed out of the svayamvara hall. I  would have  
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Deshpande, thus, breaks the stereotype image of wife in Draupadi and 
makes her character real to us. She becomes a thinking and questioning 
woman. Deshpande views this character differently and her interpretation 
makes Draupadi much more plausible. 
 
Draupadi's pain and anguish of having five husbands and not feeling 
one with any of them is very well revealed in the following words : 
 
 
 
Deshpande's Draupadi feels to be deceived by Arjuna whom she had 
chosen to be her husband. Her dream was shattered to pieces when she was 
destined to be the wife of five men. Draupadi says that she had to bear with 
the others for the little time she could get with Arjuna. She wanted to be the 
beloved of Arjuna but he withdrew himself into his sell because he did not 
want what he could not share with his brothers. Draupadi of this story is a 
woman hungry for love, for passion for Arjuna's love but she says, "Hungers 
that for me are never satisfied." (31) She was unable to reach to Arjuna's love 
which Subhadra gets. She envied Subhadra as she was married to one man 
only. Draupadi stops being stereotype and becomes individual when she 
thinks, " I have never been in bed with one man; always, every time, I felt the 
five of you with me. At times I have had a wild desire to ask Subhadra: how is 
How did she making herself available to five man? 
How was it to live having no physical or emotional 
space for herself. (Deshpande, SW: 90) 
I am Yudhisthir's Queen, not his beloved. He 
keeps a distance between us... And Bhima treats 
me like a fragile, precious flower he is afraid to 
pluck. He cannot see the woman in me, the 
woman hungry for love, for passion. And Nakul 
and Sahadev are only boys. But Arjuna... (31-32) 
been satisfied to be the wife of that Brahmin boy; 
but that was not to be my destiny. I became the 
wife of five men, five princes, Kshatriyas. (27) 
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it with him alone? How does it feel to have Arjuna alone in your bed? How is it 
to know that his desire for you is a friend not an enemy? (32) 
 
 Thus in retelling the story of Draupadi, Deshpande raises the question 
of the place of Indian womanhood in the Dharma of the land. Draupadi too 
asked the same question in the assembly after her husband wagered her and 
lost: "What is Dharma? Is it the same for me as it is for men?... Where do I fit 
into all these games of yours? (Deshpande, SW: 90) Thus, by creating such 
questioning characters from the myth, she makes them meaningful to our 
lives. 
 
 The story of Sita is presented with feminist version in "The Day of the 
Golden Deer". Deshpande has lent voice to Sita, the eternally obedient wife of 
Rama. The writer re-examines this husband-wife relationship and brings in 
variations to their personalities. 
 
 The episode of Sita being deserted by Rama, her husband is 
presented in this story. Lakshmana, the younger brother of Rama, goes with 
Sita to leave her amidst the forest. In the epic, the character of Sita is 
presented as ever dutiful, obedient wife who has always followed the path 
lead by her husband and who has never questioned her husband's actions. 
But Deshpande's version makes the readers see a new vision of the whole 
character. What stirred in Deshpande was the contrast between the young 
girl, whose innocence made this going away with her husband a joyous 
adventure and the woman, older, mature, soon to be a mother, once again 
getting ready for exile. 
 
 Sita of this story breaks the stereotype image of being an 
unquestioning wife. Here Sita raises questions and even accuses her 
husband who is known for his righteousness. Thus, Sita breaks the silence. At 
first Sita does not know the reason why Lakshman has taken her to the 
riverside near the forest. She thinks that perhaps they have come here for a 
change out of a placid contentment. Unaware of the situation and the purpose 
of their coming there, Sita recollects those years of exile. For her they were 
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happy days because they were free and had left all the unhappiness behind. 
But suddenly, Sita finds Lakshman talking in the formal way and trying to 
convince her about the duties of a king. And then stammering, nervous, 
confused Lakshman finally tells her what he has to say, excusing, defending 
his brother. Only then Sita opens her mouth to ask, "And since when does a 
king listen to the gossip of common people?" (65) 
 
 Sita very sharply reveals her separate identity when she is addressed 
with her formal title - 'The Queen'. She blazes out  
 
  
 
 
 
 Sita neither cries nor reproaches nor even entreaties but only anger 
comes out of her words. She wants to ask her husband, "I am innocent, I am 
blameless. How can you do this to me? I have your child in my womb. My 
child..."(65) 
 
 Rama, the epic hero is believed to possess all the qualities of a 
superhuman. However, Sita exposes his wrong action of his killing of Vaali 
treacherously. Sita thus starts weighing all the actions of Rama from a 
different angle. She wonders why she had never asked him earlier. "Was it 
because I was afraid of what I would learn? (67) 
 
 Moreover, Sita fails to understand how Rama can abandon her just to 
please his people. However very soon she gets the answer. The realisation is 
very painful. Now everything becomes clear to her that her husband is 
suffering from a passion - a desire to be loved and admired. And for his 
people's love and admiration, Rama ruined Sita's life. For this passion she 
was asked to stand on trial to prove her purity. Again for the same passion he 
is abandoning her. 
 
Queen ! No don't call me Queen , I am no Queen if 
the king casts me off. I am nothing. No, I go back 
to being what I was. The daughter of king Janaka. 
No, not even that. I am just Sita. (65) 
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 Sita of this story starts accusing the conduct of Rama. She remembers 
that when she had to go through the fire, Rama had shown her, "not his grief 
at having to be cruel to me, but his pride in having done his duty."(68) Ever 
since Sita has hated the word duty. She feels being crushed under the chariot 
of his righteousness. His duty has been her only rival because she is 
subjected to injustice behind duty. Sita admits that it was her fault for sending 
Rama after the golden deer and then she had been abducted. But now she is 
not ready to blame herself. She puts the whole blame on Rama thus: 
  
 
  
 
 
 
 
 
 This reveals that Sita suffered a great injustice at the hands of Rama. 
People revere him as the king who put duty before his own happiness 
because Sita remained silent. She submitted, endured and forgave. But 
Despande gives voice to Sita's anger in this story and one can conclude that 
Rama failed to perform his duty towards his wife in becoming great in the 
eyes of his people. Rama of this story is shown as the victim of his own idea 
of himself, who in order to chase the golden dear of perfection, has ruined 
Sita's life. Truly from the forgoing discussion it seems that Rama sacrificed 
Sita in order to maintain his image as a righteous and perfect ruler. 
 
 At the end Sita is shown awakening from the illusion. She realises that 
she was wrong in thinking that she had surrendered the golden deer – the 
symbol of perfection. Now Sita understands that she has to give up the idea of 
perfection in any man, in any human. She gives a very sarcastic answer to 
Lakshman that:" tell my husband that he could have done something worse. 
He could have forgiven me. (73). 
 
The wrong is his and his alone. It is because of his 
weakness, his belief that he can never do wrong, 
his desire that he should never be seen to do 
wrong, that I have to suffer. He believes that his 
image as the righteous, the perfect ruler should 
not be tarnished. That is his god. And he has 
sacrificed me to it (71) 
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 These are the words of a woman with self awareness who knows that 
she will have to emerge out of the forest of exile once more and will have to 
fight with the demons of fear, hate, self-pity, bitterness and anger. With this 
realisation Sita gets ready to walk into the forest, to face the terrible years that 
are waiting for her. Thus, by reworking on the myths, Shashi Deshpande 
destroys stereotypes in the end.  
 
 Truely, Deshpande does not just open up a rich world of Indian 
traditions and mythology but she also provides the blood and flesh so 
necessary to cover the skeleton the stereotypes had in the epics. 
 
 Shashi Deshpande has re-narrated the chapter of the Kurma Avatar 
from the Bhagvata Purana in "The Story". This chapter deals with the churning 
of the ocean by Gods and demons, in order to get nectar out of it. But 
Deshpande focuses in this story on the arousing of Laxshmi out of the 
churning of the ocean. It is said in the Kurma Avatar that everybody desired 
her, gods, demons and mortals as she was so beautiful and a perfect woman 
too. This particular point is highlighted with a different angle in 'The Story' 
which makes it clear that such a perfect image of woman in myth has been 
created by men who give them the shape according to their male fantasies, 
while the image of woman in reality is far removed from this image shaped by 
male fantasies. 
 
 In this story, a woman is shown telling the above story to her grand-
daughter who has attained womanhood. She thinks it is the proper age when 
she should let the truth to be known to her. She begins from long back ago 
when men and women were partners in the great enterprise of life, when they 
lived together as friends and companions. But suddenly, due to the rumours 
of eternal life, men decided to go to search for the secret of eternal life. And 
for the first time, there was the division between the men and the women. At 
first their journey had been a disaster as they were deadly affected by some 
poisonous gas. But as soon as they recovered, the men set off again. This 
time they returned triumphant and brought bits of coloured, sparkling and 
dazzling stone which made them greedy and possessive. In fact they were 
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affected by these vices because the poison had not really left men's bodies. 
Women too could not escape the effects of the poison. Meanwhile, they forgot 
the real object of their search. 
 
 The real part of the story begins when men returned with beautiful 
females with small waist, high breasts, smooth skins and shining hair, who 
pleased and attracted men who in turn enjoyed it. Women felt that they lack 
something which these females had. They could not understand that that was 
a false relationship between a man and a female. Women became jealous of 
the females and in order to attract the men, women too started to change 
themselves. Women forgot their old selves. "They ceased, in other words, to 
be women." (80) But this did not last long. "Everyone longed for a change, 
some change which they felt would make things better, make them happier." 
(81) 
 
 And then one day the men returned with a mysterious and enigmatic 
being who had everything that the women and the females had - and more. A 
beautiful face, a perfect body, gentleness, heavenly fragrance and there was 
the innocence of a child about her. " With her coming, almost in an instant, the 
women they'd lived with for so long turned into dull creatures and the females 
they'd recently acquired became but poor substitutes for all that the being 
promised them " (81-82) Each man thought she was just what  he'd always 
dreamt of. He ignored both the women and the females. But one day the 
Being vanished. Nobody knew where she had gone, nobody seen her go. The 
grandmother ends the story here. 
 
 The message which the woman wants to convey to her grand-daughter 
is the theme of the story presented by Deshpande. At the end of the story, the 
grandmother reveals her intension behind telling the story. She says that the 
Being was not the real one but  
 
 
 
 
".........created out of men's dreams and desires 
and that she returned to the fantasy world she had 
come from. The pity was that  though  she  passed 
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 Through this Deshpande wants to say that such myths condition our 
ideas so greatly that often it is difficult to disentangle the reality of what we 
perceive from what we learn of ourselves through them. Truly, our behaviour 
is often, and to a great extent, dictated to by them. In 'The Story' it is said that 
the females and the women continued to measure themselves by the 
yardstick of that radiant and lost Being, the creation of male fantasies. Most of 
them tried to change themselves to satisfy their men's fantasies. The 
grandmother in this story becomes the mouthpiece of Deshpande who speaks 
through this character that 
 
  
 
  
 
 
 The grandmother wants her grand-daughter to tell her next generation 
the same story so that they would be able to know the truth, so that their 
daughters would know that slavishness and dependence had not always been 
part of them, that few of them kept alive the truth of themselves, they never let 
themselves change, trying to become something they were never meant to 
be. 
 
 Shashi Deshpande goes back to the Purana to retell the story of Indra 
and his wife, Sachidevi  in "Mirrors". In the Purana, the victory of Indra against 
Nahusha has been celebrated. He has been glorified in the poem as the hero 
who fought against and got victory over the tyrant Nahusha. But through 
Sachidevi's monologue in "Mirrors", Shashi Deshpande exposes the real 
out of the realm of men, she stayed on in their 
minds with all the qualities they had seen in her. 
They continued to fantasise about her, they kept 
looking for her in every woman, in every female, 
and not finding her, were never satisfied with any 
of them."(82) 
...the Being whom the men still carry in their 
dreams, the Being so many women still want to 
be, the Being they still try to emulate, is not real... 
that this Being was only a fantasy, created out of 
men's desires, their dreams (83) 
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character of Indra from a different angle. Indra of "Mirrors" is no hero. As seen 
by his wife, he is a tyrant, rapist and lustful. Sachidevi kept silence about the 
truth of her husband's life. But in "Mirrors" she breaks the silence. 
 
 Sachidevi, in this story, exposes Indra's lustful nature. In the Purana, 
Sachi withdrew herself behind the mask of the loving wife, into the shell of the 
dignified, gracious queen, in spite of knowing about Indra's womanising. But 
Shashi Deshpande has brought out a bewildered woman behind the mask, 
within the shell. Deshpande shows her in a savage anger, "I wanted to shout 
out my rage, to scream, to tear him apart." (55) She feels as if she is not real 
–" I was only a painted clay doll. I was not living, I would not die; I would just 
disintegrate into a bit of coloured earth. "(56) 
 
 Moreover Indra emerges as a desperately frightened fugitive who ran 
away fearing his death because he had killed Vritra and Visvarupa the sons of 
his enemy who dared to raise his voice against tyranny. Nahusha took over 
the throne vacated by Indra. It was than believed that Indra was ashmed of 
having killed Vritra that he went into hiding to cleanse himself of his sins 
because he was repentant. But Sachidevi knew the reality. When she went 
into the hut where Indra had been hiding, she "knew it was neither guilt nor 
shame that filled him, but fear." (59) And the readers are able to see the s 
 
 Sachi was under the impression that her husband was an innocent 
man. She believed all that was told to her. She had never questioned her 
husband, never argued and believed everything told to her by her husband 
because ".... it was easier.., simpler to be on his side, most comfortable not to 
argue." (58) Gradually, She learnt the truth. She reveals in this story that she 
could not change things in her life. She could not stop her hushand ravishing 
unwilling women. In fact, she tells the queen of Nahusha that she had no 
courage to tell the truth about her husband. She did worst. She admits that 
she became a mirror by remaining silent. 
 
 
I became the mirror that showed Indra what he 
wanted to see, I showed him the image of a hero,  
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 Shashi is despising herself for not revealing the truth. She feels guilty 
at "having sacrificed my humanity to preserve a man's idea of me as a 
woman." (58) She learns that humanity is more important than womanhood.  
 
 Meanwhile, during Indra's disappearance, his place was taken over by 
Nahusha who started to importune Sachidevi who in turn spurned his 
proposal. Then fearing that Nahusha might kill Indra and usurp his throne, 
Sachidevi with the help of Nahusha's wife planned a strategy against 
Nahusha according to which Sachi accepted Nahusha's proposal on the 
condition that he had to come to her carried by seven venerable Rishis. To 
their fear, Nahusha accepted her conditions. Then it was Agastya Rishi who 
took the decisive step. On the way to the narrow hill paths Nahusha was 
thrown out of the palanquin in which he was carried by Agastya and other 
Rishis in the deep abyss. 
 
 It is said in the Purana that Nahusha's misrule was ended by Indra and 
Agastya Rishi. In fact it was the power, the courage given to Sachidevi by 
Nahusha's Queen that brought the end of Nahusha's misdeeds. But in the 
Purana these queens owe no existence. Even the court poet of Indra glorified, 
in his poem, Indra only. Shashi Despande makes a satiric comment on this 
aspect of mythology when Sachi tells Nahusha's Queen that- 
 
  
 
 
 
 
 
 
the irresistible conqueror of men and of women. 
The King who could do no wrong. (58) 
I think I'm beginning to understand why men of 
learning, men who write, are given so much 
importance. It's not only because of their 
knowledge or their ideas; it's because, by putting 
these into words, they bring them into existence. 
Without words, things can be swallowed up in 
silence. Like you. You have no place in any of the 
stories that are being told about what 
happened...as if you never existed. (52) 
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 Thus, Deshpande does not just open up a rich world of Indian traditions 
and mythology but she also puts blood and flesh so necessary to cover the 
skeleton which she picks up from it. In this story she gives identity to 
Sachidevi, one of those nameless queens whose identities are buried in 
silence. 
 
 Sachi, in this story, confesses that she disillusioned Indra by not telling 
him the truth but she thinks that "It is enough for me that I know the truth." (62) 
Moreover she realises that she was earlier living under the splendid shell of 
the Queen. In other words, she was under the disillusionment which she has 
been able to destroy with the help of Nahusha's Queen who gave her 'self' 
back to her. Now without the cover of the Queen, "I see things I've never seen 
before." (62) With this vision, she is able to see Indra as a rapist. "Yes, raped, 
I have to use that word now, I can no longer blind myself to what he does." 
(62) While at the same time she feels terrible to know about her own 
powerlessness, "It seems worse to be able to see things and to be unable to 
do anything." (62)But she knows that perhaps someday the powers will come 
out of her knowledge about her courage, strength which she displayed once. 
This way, Deshpande makes Sachidevi, a woman with self-affirmation. 
 
 In the story, "The Stone Women" the self – affirmation of the wife and 
her journey from the periphery to the centre, is very definite and apparent. 
The young honeymooning wife in the story while sight-seeing finds the 
paintings of "lush-bodied, high breasted woman…leaning provocatively… 
looking the mirror, doing the hair, playing on musical instruments, dancing " 
(11) on the wall. She ponders over the “narcissistic existence of these 
women." (11) For her they don't look real, a picture for removed from the 
picture one has of women's daily lives in this country. The sculptures of the 
figures of women in the panels on the wall of the temple are carved with 
astonishingly beautiful delicate details. Then she realizes that these women in 
stone are sculpted by men. They don't look real because men shaped them 
from their imagination. The wife in the story realizes that they are projected 
thus to satisfy the animal feelings of males, and women through the ages 
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have surrendered their dignity to ingratiate themselves with the men, their 
masters. 
  
 To quote Sashi Deshpande here, 
 
  
 
 
 
 
 
 
 
 
 
 
 The wife in the story is overcome by a sudden fear as if she is 
becoming one of those stone women, a woman frozen for all time into a pose 
she has been willed into by her creator. Suddenly she becomes aware of her 
‘self’. She recollects from her personal experience that she is forbidden to 
hum film jingles when she is thoughtful. Her husband never catches her. " 
'you'll never win,' he says triumphantly." (l0) She is forced to put away silver 
bracelet that was like a part of myself ' (12) because it was 'ugly' according to 
the husband. Her small possessions she had been surrendering slowly but 
definitely and moving towards the marginal position. She wonders if she too is 
like the painted female figures who exist only as a sex objects to satisfy man's 
primitive desires. 
 
 The protagonist of this story does not want to be carved according to 
the male fantasies. She has her own shape i.e. her identity and she is not 
ready to reshape it. She wants to preserve it. She returns to the hotel room, a 
changed woman. When her husband "while nuzzling into her body" comments 
"you're wearing something new, I don't like it. It hides you," (15) she refuses to 
I imagine that this kind of an idea of women exists 
in literature everywhere, specially in stories 
which.. were told by men in exclusive male 
company. The truth, the sad truth, is that most of 
the literature has been  the creation of men. And, 
for centuries, this limitation has never been 
understood and the picture presented by this 
literature has been accepted as the true and the 
entire picture; not only men, but women as well, 
have taken their idea of women from here. 
(Deshpande SW: 85-86). 
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concede and replies back, ' It's comfortable, I like it' "We go on talking but I 
can see a faint shadow on his face." (15, emphasis added.) 
 
 Thus the wife in the story asserts herself but not at the cost of 
relationship. Slowly she melts into her husband's embrace indicating quite 
clearly that she will go through the husband-wife relationship on her own 
terms. Though she views her husband's displeasure, she decides to overlook 
it. The young wife is neither aggressive nor foolish enough to disturb the 
fragile peace of marital life But she is strong enough to define herself and 
vindicate her stand like another young wife Jayu in " I was the Nightingale". 
 
Thus Shashi Deshpande in three of the stories has gone back to the 
Mahabharata, one of the greatest epics of India. The Mahabharata, whose 
core story is more than 3000 years old, which is the longest poetical work of 
the word's literature, tells innumerable stories. But in many of these stories, 
women, though very much present, have had no voice. Deshpande has lent 
voices in ' The Inner Rooms' to Amba, and in 'Hear Me, Sanjaya' to Kunti two 
very famous characters of the epic, and allows them finally, to explain their 
actions. In ' The Last Enemy', Deshpande looks into the heart of Duryodhana, 
the incomparable hero of the Mahabharata, and gives him a chance to 
articulate his own inner turmoil at the end of the great war. 
 
 As the writer, political journalist Nayantara Sahgal says it is very 
essential that our epics are re-examined by women. "Through such re-
writing... new Sitas and Savitris will arise, stripped of false sanctity and 
crowned with the human virtue of courage. Then at last we will know why they 
did what they did..." (Sahgal: 3) 
 
 Thus, the stories "The Inner Rooms", "The Last Enemy" and "Hear me 
Sanjaya." have echoes from the great epic, the Mahabharata. But they have 
contemporary, contextual and problematic dimensions. The writer’s use of 
mythic material requires the reader to do his homework in order to get the 
most out of Deshpande’s works. It is as if the writer is saying that she will 
present her material in all its depth and complexity and will take no short cuts. 
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In this way she has created a familiar world anew in which authentic 
experiences of the interior landscape of Indian women is powerfully projected 
through mythological re-narration. 
 
 From the foregoing discussion of the re-narration of the stories from the 
Mahabharata and the Ramayana, it can be said that Shashi Deshpande sees 
them differently, perhaps reshapes them according to its needs. In doing so, 
she doesn't reject the ideals, but makes it clear that we can't approximate to 
these pictures of ideal womanhood. She is, in fact, not rejecting the myths, but 
gives a meaningful and creative reinterpretation of them. As she says, 
 
 
 
 
 
 
 
 Deshpande explores the myths and provides flesh and blood to 
stereotype image of woman painted in them. Her interpretation makes the 
women much more real and plausible. Kunti, Sita, Amba, Sachi and Draupadi 
become human, persons any woman could identify with. Thus, in Shashi 
Deshpande, who uses myth purposively, literature acquires simultaneity with 
the present. One can find in these stories and analogy to some situations  in 
one's life, some solution to the problem we are faced with, often, problems, 
we have not been able to frame ourselves.  
 
 
 
 
 
 
 
 
 
It is not the myths that are the problem; myths are 
both necessary and relevant to human lives, they  
out of the reduction of the characters in myths to 
stereotypes, in making them a kind of final 
statement, rather than complex, questing 
characters. (Deshpande, WFTM: 99) 
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CHAPTER-IV 
 
 
PORTRAYAL OF WOMAN IN THE SHORT STORIES OF 
 VARSHA ADALJA 
 
Girlhood and Adolescence: 
 
 Marginal Culture 
 
 Varsha Adalja has contributed to the Gujarati fiction some intimate 
portrayals of girls who are at the centre of some of her short-stories. Adalja 
explores the girl's sufferings as well as her efforts to harmonise the native and 
the acquired ideas, her problem after education and the pre-marriage state or 
the suffering during the change from the parental family to the family by 
marriage, the feelings of unmarried girls, performing gender roles within the 
protective and as well as prohibitive walls raised by the moralists.  
 
 Adalja's women characters are depicted performing different gender 
roles as daughter, wife and mother. Some of them rise above this traditionally 
assigned role while some of them seem to perpetuate the tradition. 
 
 The discriminating socio-cultural values, attitudes and practices which 
cripple the personality of the female child are highlighted in the stories. In her 
shorter fiction women seem to work within social restrictions. Adalja is aware 
of the different yardsticks for men and women in our conventional society. 
Therefore she presents some glaring examples of gender sensitivity prevailing 
in our society. From the discussion of the following stories, it becomes clear 
that Varsha Adalja is sharply aware of the gender discrimination prevailing in 
society. Some of the protagonists in these stories are even unaware of this 
injustice. It only proves that they have been nurtured since childhood in a 
society which perpetuates such inequalities. It is a fact even today that a 
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woman has been made acutely conscious of her gender since childhood. 
Restrictions on her movements are enforced as soon as she reaches puberty. 
Any girl who try to rebel against such rules is severely reprimanded and 
shown her place. Seema Suneel supports the view by saying that 
 
  
 
 
 
 
 
 
This type of gender sensitivity can be observed in some of the stories of 
Varsha Adalja. It is a significant factor in the Indian social set up. 
 
 Varsha Adalja has given a distinct dimension to the total picture of 
woman in the family and society. The force of tradition is operative in the way 
the birth of a girl is viewed in the family. In India, the birth of a girl has been 
looked upon with resignation, if not with sorrow. The story 'Jodaku' reflects 
how a girl is un-welcome in the family and explores the reason behind the 
traditional view.  
 
 Everyone in the family was expecting that Nandini would give birth to a 
son. She was constantly reminded about this. Each member of the family was 
highly expectant about the birth of a son and for this they started worshipping 
God, observing fast, performing all kinds of rituals and believing in all sorts of 
superstitious beliefs. Nandini could not tolerate such a sexist bias. Once she 
asked with anger, "What if I begot daughters?' (42) Every-one in the family 
was shocked and scolded her ' not to speak such inauspicious words in these 
days.' (42). With sorrow she thought, "How could the birth of a girl be 
inauspicious?" (42) 
 
Before marriage, women are brought up strictly 
according to the traditional codes. The moment 
girl reaches adolescence; she is reminded of her 
feminity. She is constantly reminded by society 
that she need not assert her individuality as she is 
destined for man which is the ultimate goal of her 
life. (Suneel in Dass: 219) 
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 With the disappointment of all the family members, Nandini gives birth 
to twin daughters. She knew that her husband and in-laws would not happily 
welcome the birth of daughters. She notices the change in their attitude. All 
their excitement about the birth of a son has been turned into an unspoken 
contempt. But she can feel their resentment in their sarcastic remarks. 
 
 
 
 
 
 
 
  
 
 
 
 Nandini feels burden of these words. She feels as if she has committed 
a crime by giving birth to daughters. The family takes no particular interest in 
the education and personal advancement of the daughters. She could feel the 
sense of rejection by the family. The above sentences explain the reason why 
a girl is unwelcome in the family. The reason is the dowry system still 
prevailing in Indian society. This is the traditional view about a girl's birth. 
 
 The preference for boys is blatantly acknowledged in most Indian 
homes. The reasons for such preferences are not difficult to understand. They 
are inextricably linked to the Indian psyche. It would be too simplistic to say 
that boys are preferred over girls because of the dowry they take away in 
marriage. Moreover, boys contribute to the family income. As Sunita Raddy 
remarks, "The daughter is considered an enormous financial burden in as 
much as she does not contribute to the family income and instead takes away 
a considerable part of her family fortune as dowry." (Reddy: 150) 
  
lyo aavi mangavavali (43)  
 
[Oh ! Hear comes demanding girls.(43)] 
 
 Bevadi mahenat karavi padashe.'Samir Somani & 
Sons' mari company sharu karavanu maru sapanu 
puru nahi thai, ene badale kamavu padashe.(43) 
 
[I will have to work hard doubly. My dream to start 
my company named 'Samir Somani & Sons' will 
remain unfulfilled. I will have to earn doubly. (43) 
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 The story projects a staunch traditional father who wants a third child in 
order to have a son. But Nandini strongly rejects her husband's unworthy 
proposal by saying that 
 
 
 Thus, the central concern of the story is the problem of gender 
discrimination in Indian society. 
 
 In our society, which is essentially patriarchal, a female child is brought 
up under the strict control of parents with the view that she has to be given to 
a new master, her husband, who should find her acceptable, meeting his 
expectations. Marriage is thus considered a great ambition and ultimate goal 
of a girl. The traditional feminine virtues and graces are instilled in her so that 
she could be an attractive 'commodity' in the marriage market. (Suneel: 16) 
 
 Simone De Beauvoir's observation that "marriage is the destiny 
traditionally offered to women by society" is nowhere truer than in India. And 
Varsha Adalja is very conscious of the unfairness prevailing in society with 
regard to women. 
 
 The gender sensitivity can be observed in some of the stories of 
Varsha Adalja because it is a significant factor in the Indian social set up. The 
society we live in is governed by ages old patriarchal norms where there is a 
strict code of conduct to be followed by girls regarding their dress, speech and 
Dikari aavi to mahena sambhalvana?.....Dikaro 
aavashe to Ashtha ane Aratine bhoge moto 
thashe ane badhu pamashe... mare to dhole 
dharmey triju santan na joiye. Bas. Me kahi 
didhu.(46) 
 
[I will to be abused if a daughter is born to 
me.....And if I give birth to a son, he will be 
brought up at the cost of Astha and Arti... I do not 
want a third child at any rate. That's all. I have 
said everything. (46)] 
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behaviour because of the gender she possesses. She is made conscious of 
her gender since childhood. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 In Indian Society, the girls are thus made conscious of their gender and 
learn to play within the walls of do's and don'ts. As a girl, she is told to mould 
herself according to her gender roles. Their socialization stresses their future 
roles as wives. 
Aaje Shantamasi ne tyan lagnama aavaje ne 
Krushna? Em na n padie beta. Sagavahalama 
bhalavu to pade ne! Jo peli gulabi sadi paherje 
ho...! Ruchir raheva de. Tu jai aav Amitni sathe. 
Krushna ne Cahru nahi aave. Chhokarini jat chhe. 
Aam ratvart rakhadavu shu saru chhe?... Tame 
bap thi aam masti karo chho te nathi shobhatu. 
Dikari juvan thai chhe etaluto samajo... (38) ('Good 
Morning Mrs. Desai') 
 
[Krishna, do come to marriage today at 
Shantamasi. Don't deny, beta. You need to mix 
with friends and relatives. And see do wear that  
pink Sari....' Ruchir, leave it. You go with Amit. 
Krishna and Charu won't come. They are girls. Is it 
proper to wander about at night? ..... It doesn't suit 
you-the father to play mischief. Our daughter is 
young now As a father you should understand this. 
( 38)] 
Chal, jaldi taiyar thai ja ane nasto lai bahar aav... 
are ram. Kashu samajati nathi! Aam frokma nasto 
aapava javay?..He bhagavan, chhokari thaine 
aataluy nathi samajati? Aa loko tane jova aavya 
chhe. Chal sadi paheri le ane nasto laine bahar 
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 The mother's reaction no doubt, is a reflection of the society we live in 
which is governed by ages old patriarchal norms. A girl is advised at every 
step to avoid behaving like a male and to establish her feminine identity. A lot 
of importance is attached to the way she carries herself, the way she sits, 
stands, talks and interacts with others. She is in one or the others way 
reminded of her gender.  
 
 
 
 
 
 
 
 
 
 
  
 
aav... aajkalni chhodiyu. Sadi paheratay na 
aavade!...Le aa nastani tre pakad, ane dhime jaje 
ho! Bahu bolavanu ane hasavanuye nahi. 
Uchhanchhadi ganaish.(67) ('Koi Ajanya Pradeshni 
Safare')  
 
[Get ready quickly, and come out bringing nasta. O 
God, She doesn't understand anything! Is it proper 
to serve nasta in frock? O God, being a girl, don't 
you know even this? These people have come to 
see you. Wear Sari and bring nasta there... these 
present day's girls, don't know how to wear Sari! 
Hold this tray of nasta, and do go slowly! Do not 
speak much nor even laugh. You'll look 
irresponsible and carefree. (67)] 
Cadavo ene. Dikarini jat chhe. Aa badha lad 
sasare bhare padashe.('Manorama':190) 
 
[Pamper her. She is a daughter. All these fondling 
will prove to be heavy (costly)]  
 
He bhagavan! Toba aa chhokarithi. Gharama 
tantio takato ja nathi. Sasare jashe tyare shu 
thashe? ('Good Morning Mrs. Desai':34) 
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Mothers in the above stories appear as authority figures who seem to 
pose an end to the individuality and self-will of their daughters. The thrust 
here is not on man's cruelty to woman but woman's cruelty to woman, the 
internalisation of the patriarchal norms by woman. Mothers in these stories 
represent the values and norms established by a patriarchal society. 
Ironically, a female can be made an agency for the effective promotion of a 
male point of view as in above cases.  
 
 Thus, since childhood, she is exposed to traditional patterns which 
sharply define the male/female pattern of behaviour. Above quoted remarks 
by the gender sensitive mothers can be summarised thus: As it is presumably 
supposed by the family that their daughter will have to lead a sacrificing and 
submissive life, the girl should not be over pampered, flattered or fondled. It is 
indoctrinated in the girl-child to play the role of a disciplined daughter, a meek 
and submissive wife and daughter-in-law, and a sacrificing mother. 
Restrictions are forced upon her movements. She is told to take interests in 
cooking, knitting and keeping the house tidy. She does the works traditionally 
assigned to woman. The girl-child is, thus, brought up within periphery, a 
margin which puts an end upon her individuality to develop. Fathers, however, 
[O God! I am tired of these girls. She doesn't 
remain at home. What will happen when she goes 
to in-law?]  
 
Tame bilkul jangali banavi chhe Ranine. Dance   
shikhe, bharat bhare, saras up-to-date taiyar thai, 
frock-but-moja ane aa didar to juo ena! Rakhad- 
avine skin kharab kari muki. ('Vishcakra':121) 
 
[You have made Rani uncivilized. She is a girl. She 
should learn dance, knitting, to dress up well in 
frock, boot and stockings. While see her in such 
condition! Her skin has been affected by 
wandering outside.]  
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in the above cases, do not seem to put any such restrictions. Through these 
examples Varsha Adalja conveys an important message that patriarchal mode 
of thinking is not confined to the male-female relationship but existing 
between females as well.  However some of the stories depict that the 
parents are irrespective of the child's gender. 
 
 In the stories like 'Koi Ajanya Pradeshni Safare', 'Ritu Namani Ek 
Chhokari', 'Anuradha' and 'Kundalaman Pag', the heroines do not seem to 
submit to their gender roles. They are the girls who have crossed the margin 
which bind them within a narrow compass. Ratna, Ritu, Anuradha and Lata 
defy the conventional roles. Ratna is a lecturer in psychology and has not 
married yet. She has learnt to develop her interests like photography while 
Ritu is a totally different girl with different dreams. She wants to marry a 
person who respects her dreams. She does marry one such boy. Ritu marries 
him only when she meets his as an equal. Anuradha, a self-assertive woman, 
a lecturer in psychology thinks that marriage should not bind anyone's 
individuality. One should get enough scope to expand her dreams and 
aspirations. While Lata in 'Kundalama Pag' raises voice against her parents 
who want her to marry an unworthy boy. Ratna, Ritu and Anuradha are self-
willed and defy traditional codes. They do not wish to undo what they have 
carefully built up.  
 
 The story 'Batmogro' portrays a mother who brings up her daughter in 
an independent manner. She helps her daughter to develop her individuality 
in her own way. Her independent outlook towards life is seen in the following 
words.  
 
 
 
 
  
 
 
Maru jivan to khabochiyama gayu.Nanu shaher, 
juni nokari... pan tare shun kam june chile chalvu? 
Navu navu bhanvani, agal vadhvani tak chhe 
tane. Ne beta, tane jivanma sath ape evo yuvan 
tyan malvani tak pan vadhu. Baki ... tu ... Maru 
jivan kya nathi joti? (64-65) 
 176
  
 
 
 
 
 
 
 Varsha Adalja reflects changing times through private lives. In some of 
her stories, the protagonists undergo transformation by the end. Adalja 
depicts the empowerment of the suppressed gender and the emergence of a 
New woman. Empowerment of the suppressed through education consists the 
theme of the story, 'Anuradha'. 
 
 Anuradha, the protagonist of the story is a new woman with 
independent thoughts. She wants to be a working woman to lead an 
independent life which is 'not hanged on someone else's peg (post)' (1) 
Anuradha, as a girl child, is brought with much love and affection. Her parents 
seem to possess an independent outlook towards life. Having been reared up 
in such a broadminded atmosphere, Anuradha decides the course of her life 
in her own way. During the course of the story she takes three bold decisions. 
But, ironically the reactions of the family to these decisions vastly differ.  
 
 First of all, Anuradha boldly declares her desire to marry a boy of her 
own choice. As it seems that the parents are very open minded, they give 
their consent to this marriage. Willingly they accept this decision of Anuradha. 
But life does not run smoothly as she might have thought of. Her marriage 
turns out to be a nightmarish sleep. She takes another bold decision to get 
divorce from her husband realizing that 'the dreams, aspirations and 
expectations of both of them are totally different'. (4) The reaction of her 
parents to this decision of hers is a shock. Anuradha comes back to her 
parental home but she observes a change in their attitude towards her. A 
sense of alienation creeps up. She thinks,  
[My life has been past into a puddle. Small town, 
old service... but why should you walk on the old 
custom? You have enough opportunities to learn 
new things, to go ahead. And see dear, there lies 
more possibility of getting a life partner who could 
accompany you in your life. (64-65)] 
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 The dispossessed person's search for identity is a commonplace 
theme in modern fiction. The interest of Varsha Adalja too shifts from the 
public to the private sphere, her main aim being the delineation of the 
individual's quest for the self in all its varied and complex forms. In the story, 
'Anuradha', we have in the protagonist's self-examination and exploration of 
the alienated human psyche. In the story Varsha Adalja deals with a problem 
of alienation used by the conservative attitude of society towards a divorcee 
woman.  
 
 Anuradha passes through a sense of displacement when she observes 
the indifference of her parents towards her. They want to get her married as 
early as possible. She feels being estranged from others due to her 'divorcee 
state'. During time of joy, through kindness and through cruelty, she is 
constantly reminded that her sole identity is that of a divorcee. The problem of 
lack of belongingness has been expressed in the following words of the 
protagonist.  
 
  
 
 
 
 
 
 
Ghar pan e ja hatu, swajano ane pote pan e ja 
hati. Chhatan kashunk nari aanke n dekhai, 
mosamna badlav jevu badlayu hatun (5) 
 
[It was the same home, the same relatives, even 
she herself is the same, nevertheless it seemed 
that something has been changed which is not 
explicit but can be felt like the changing of the 
season.(5)] 
Stop it. Anuradhane chiso padvanu mann thai gayu 
hatun. E gharma pharti rahi. Kashethi potapanano 
bhav uthato na hato. Hati matra smrutioni finger 
prints. E pote ahinthi pageru bhunsine gai na hati. 
To pachhi shun banyu hatun ? (7) 
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The first half of the story depicts the family with broadminded attitude 
when she was yet unmarried. But as soon as she comes back and gets 
divorce, the vary family, ironically, changes into a conservative one. Anuradha 
is suppressed with patriarchal norms which try to restrict her individuality. She 
observes that the love and affection which she received earlier have now 
turned into burden. It pains her to observe the indifference of her parent 
towards her. She is very bitterly reminded of her being a divorcee. She feels 
suffocation in such an atmosphere. She wants 'to fly, to possess a home of 
her own'. (9) Nobody bothers about her inner-self that aspires for self 
fulfilment.  
 
 What pains Anuradha most is her 'loneliness in this house'. The 
conservative attitude of her family is unbearable for her. Anuradha is 
suppressed with patriarchal norms which try to restrict her individuality. It is a 
bitter fact that the institution of home, which is supposed to foster the growth 
of a child, robs the woman her rights of respectability and individuality. 
Anuradha feels that she has no identity except that of divorcee. Since the pain 
of fragmentation has sickened her, the sense loneliness and rootlessness 
creeps in her mind.  
                                                                                                         
 
  
 
 
 
 Painfully aware of her rootlessness, Anuradha experiences severe 
limitations in present set-up. The walls which surround her are "negative 
walls" which do not offer any peace or protection. The family does not fulfil her 
Ek chhod dharti manthi mul soto ukhadi gayo hato.  
Bije e ropai shakyo na hato. To ena mul kyan 
hata? Eni kai dharti. (8) 
[Stop it. Anuradha feels like screaming. She keeps 
on moving into the house. Sense of belonging is 
not felt from anything. Only the finger prints of 
memories are there. She has not gone away from 
her home erasing her foot prints. What has happen 
then ? (7)] 
[ A plant has been uprooted from the soil. It has 
not been able to be rooted elsewhere. Then where 
are its roots? Which soil does it belong to? (8)] 
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intuitive demands. With the realization of this truth begins the journey towards 
identity.  
 
 Anuradha's quest works up in two directions simultaneously – as an 
individual and as a female. She wants her family not to remain indifferent to 
her. Moreover, she wants to fight out fragmentation of her individuality and 
find a meaning in life. Anuradha boldly rejects the forceful proposal of her 
parents about her remarriage. When she finds that nobody bothers about her 
inner-self that aspires for self-fulfilment, she shakes off her silence and 
declares, "Mane eva prakar na lagna kari gothavai javama koi ras nathi.(8)   
["I am not interested to get marry in this way only to get settled".(8)] 
 
 Anuradha at this moment emerges as an assertive woman who wants 
'to fly, to possess a home of her own.' (9) She declares boldly that she is 
going to join a one year diploma course in social-work after which she will get 
a job. She becomes so determined that she decides to stay in a hostel. 
Anuradha leaves the house to find a meaning in her life and to achieve self-
fulfilment. Thus the protagonist shows great maturity and self control in 
choosing the way she chooses. Anuradha presents the process of forming a 
gender identity. In her exit she makes a distinction between her role and self, 
and performs what Kakar calls a "role distance." (Kakar: 97) Anuradha 
declares boldly that she is going to join a one year diploma course in social 
work after which she will get a job. She becomes so determined that she even 
decides to stay in a hostel.  
 
 Anuradha emerges not as a helpless, weak figure looking for sympathy 
and support but as an intelligent, capable, and self respecting person. She 
also finds it necessary to fight against the system in order to realize their 
suppressed potential and individuality. Anuradha finds fulfilment in becoming 
self-reliant.  
 
 The realization of urge to live in a particular way becomes the quest for 
identity. However social mores and wants complicate the condition and the 
malice appears unredeemable. Ultimately, the expression and fulfilment of it 
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can be called the purpose of life. The very fact that Anuradha moves out 
shows the emergence of the new woman who has stood publicly for what she 
upheld privately. This is the dawn of self knowledge: she is no longer alone; 
she has found a meaning for existence. We can witness in their labour how a 
new self image is gradually evolved. (Phillip: 9) Thus, her life is not so much 
about woman's emancipation but her quest for identity. This kind of self-
actualization is possible if a woman decides to be herself, to exhibit the 
genuine significance of her free, innate and uninhibited personality in its 
totality. In other words the social and cultural change in the post-
independence India has made the women conscious of the need to define 
themselves, their place in society and their relationship with their 
surroundings. Varsha Adalja’s concern is to explore the root cause of the 
fragmentation and the dichotomy of her characters and to find out what 
happens in the psyche of these heroines in the process of individuation. 
 
 These women characters stand for a feminist affirmation of woman's 
strength. The society presented in these stories is certainly one going through 
transitions where at least economically independent woman could have 
choices in life. They are dignified, self-reliant women leading a meaningful life 
of conviction. However in some of her stories she has exposed their passivity, 
anxiety and confusion. She has not tried to make her women characters 
stronger than they are in real life. They have started recognizing the need for 
change, but at the same time they continue to cling to the old values as they 
have been brought up with them. In short, Varsha Adalja very skilfully tries to 
delineate both the kinds of women. Some of them consciously or 
unconsciously allow themselves to be marginalized by the traditional pattern 
while some of them oppose them. 
 
 Pre-marital Period 
 
           Varsha Adalja, having experienced different phases of women in 
different roles, has reflected the same in her fiction resulting in a feminine 
form. Women occupy a central place in Adalja’s stories. She presents a subtle 
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analysis of conflicting phases, underlying reasons and to some extent, to 
suggest a way out of it. 
 
 The stories of Varsha Adalja show the girls bending to the will of 
elders. It is naturally accepted by the girls in the middle – class family to marry 
the man of her parents' choice. In fact the girls are married at so early an age 
that they have no sense of identity, no consciousness of self. Their ideal of 
girlhood is to obey the elders and follow the tradition. This sense of obedience 
to the elders which the girls have to follow about their marriage pervades in 
the shorter fiction of Adalja. In her writings, she has tried to see and define 
what an Indian marriage is in a typical middle – class Indian family.  
 
In a typical Indian set-up, daughter is considered a burden to be eased, 
a problem to be solved, a responsibility to be dispensed with and a person 
who has no right to any choice in life. And as Veena Das puts it, ".... Once a 
daughter is properly married and goes to her own house it is like a debt that 
has been paid."(Das in Kakkar: 93) This is what is seen in the story ‘Good 
Morning Mrs. Desai'. Krishna, a college student is married to a boy of her 
parents' choice just after the completion of her graduation.  
 
 The sense of dispossession and alienation of a newly married woman 
constitute the theme of the story. The story also presents the typical Indian 
middle class mentality. It is written with a conventional Indian background 
where a daughter has no choice of her own. She is married to a boy of her 
parent's choice. She is not allowed to continue her education if a suitable well 
settled groom is found for her. Before marriage her life is decided by her 
parents and after marriage by her husband. Her identity is also wiped out after 
marriage. The predicament of the alienated protagonists is projected in the 
story.  Thus, a girl has to adjust herself twice: first in her father's house, and 
then in her father-in-law's house. Goffman terms these as the "Primary 
adjustment" and the "Secondary adjustment". (Goffman: 4) These 
adjustments, especially the latter, put different kinds of bondage or "role 
playing" on the girl. 
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 The protagonist, Krishna is a girl with an awareness of selfhood. She 
faces the problem of identity when she gets married. At the time of her 
marriage she was told not to deny anyone for anything. She wanted to protest 
and ask.  
 
  
 
 
 It is impossible to deconstruct in such a social set up the patriarchal 
mode of thinking which has fixed parameters for her gender role as a 
daughter. She is not allowed to express her wish. Moreover, Krishna feels the 
pain of separation from her family, her home and also from her own self.  
 
 
 
Krishna recollects her bygone days. For twenty years, she had created 
a world of her own where she felt a sense of belonging with everything she 
had collected and arranged. This feeling or oneness, a room of her own is 
now just a memory of the past.  
 
 
  
 
 
 
 
 
 
Mara lagna ane marathi kai na bolai ?(31) 
 
[It's my marriage and I do not have the freedom to 
speak anything? (31)] 
Have a sauno sath chhutiyo hato, Ghar chhutiyu 
hatu; pan shun matra ghar ja chutiyu hatun ! 
Ketketlu pachhan chhodine e jati hati ? (31) 
 
[Now the company of all those has been departed, 
Is it the home mere that has been abandoned? So 
many things she is leaving behind (31).] 
Vis varas sudhi ek ek vastu bhegi kari khand 
gothavi aavati hati. Potanu vishva rahiyun hatu. 
ane lagnana ghoda-purma kshna matrama enu 
vishva tanai gayu hatun ane aaje .....(33) 
 
[She had been arranging her room collecting the 
things one by one for the last twenty years. It had 
been her world and yesterday within a moment in 
the great flood of marriage her world had been 
dragged away and today....(33)] 
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 The story projects the post modern dilemma of a girl who is aware of 
the changing of her identity and individuality. This dilemma results from the 
changing of her gender role - from a daughter to a wife. Within a single day of 
her marriage everything is changed. She has entered into a world which is not 
her own. In this context, it can be said that the story raises the issue of 
adjustment too. She finds it difficult to readjust and adapt her to a new 
atmosphere. She has to adjust to a new surroundings, new people, new place 
and even a new name and role as a wife. Sense of not belonging and 
dispossession in new surroundings leave her in a state of confusion.  
 
 
 Krishna feels herself to be an emigrant from one place and a new 
comer in another. At this crossroads she is confused as she has to give up 
her familiar surroundings to acquire another. Though she loves Ajay, now her 
husband, it pains her to know that her world of familiarity has to be left behind. 
 
 
 
 
 
 
 
   
 
Krushnane Khandni sajavat gami pan e Ushano 
gothavelo hato Amani koipan vastu pratye 
utkanthpane potapanani bhavna thati na hati. Jane 
e ahin maheman hati ane aatithya mani lidha 
pacchi ahinthi chali javani hati (34) 
 
[Krishna liked the decoration of the room, but it 
was arranged by Usha. She is not feeling sense of 
belonging towards anything here. As if she is a 
guest here and after having enjoyed the 
hospitality, she would go away from here (34).] 
Achank rastana vananke munjaine ubhi rahi gai 
hati. Aagal rasta upar koi gamnu nam na hatu. Ane 
pachhal chhuti gayela rasta par pagla bhusai gaya 
hata. Have saishavni kedi fari kem sodhavi?(38)  
 
[Suddenly being perplexed she stopped at the turn 
of the road. There was no name of the town on the 
next road, and footprints on the road that had 
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 She feels sad to leave her identity behind the new identity as 
Mrs.Desai has wiped out her real self. Varsha Adalja tries to say that in an 
Indian society, a girl has to leave behind the socially imposed gender role as a 
daughter after marriage and has to adjust with a new role as a wife. Thus, the 
protagonist of the story passes through the process of forming a gender 
identity as has been fixed by the patriarchal society.  
 
 Even more critical situation is faced by Sheela in 'Koi Ajanya Pradeshni 
Safare'. Her marriage is fixed by the elders of family when she was studying in 
the first year of college. She was too young to have any consciousness of her 
'self', nor had she the freedom to speak. 
 
 
 When she expressed her desire to continue her study, she was made 
aware of the critical situation of parents who are not able to find grooms for 
their daughters. 
Bichari Sheelane kashi suz nahoti padati. Ene 
man lagna etale frock nahi pahervana, kolej nahi 
javanu, rasoima bane madad karvani.(68) 
 
[Poor Sheela cannot understand anything. For her 
marriage means no frocks, no college, to help 
mother in cooking (68)] 
been left behind, have been erased. Now how to 
find (search) again the way to childhood ? (38).] 
 
Parichitatani a saghadu vishva choodine ahinthi 
chaliya javanu hatu (38).  
 
[She will have to go from here leaving the entire 
world of familiarity (38).] 
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 This shows that even today in India, a daughter is considered to be a 
burden till she gets married. As soon as a 'settled' groom is found, parents do 
not wait for the completion of her graduation. She is not allowed even to 
continue or to complete her study. Getting the daughters married is a sense of 
achievement for the parents. It is considered her fortune to have got settled. 
 
 
 
 
 
 
 
 
 
 Such is the belief of conservative people who considered the daughter 
'a dung-hill'. And this is the reason why parents wish to get their daughters 
married as early as possible, sometimes even without knowing the wish of 
their daughter. The daughter too having no sense of her individuality follows 
the path decided by the elders, continuing the ages-old tradition which 
snatches away her right to herself. 
 
 Thus, Varsha Adalja gives the true facts of marriage by the portrayal of 
a daughter in a middle class family in orthodox India. The fear of remaining a 
spinster in Indian society is a constant humiliation. These are the problems 
that every girl in the contemporary world experiences and therefore submits 
Sheela khari nasibadar, samethi aavine kari gya! 
Nahi to dikari ukardo kahevay. Sau chapti dhul 
nakhe.(68) 
 
[Sheela is really very lucky. The boy's family has 
agreed for the marriage, least a daughter is 
considered to be a dirty-place; everyone throws a 
pinch of dust in it. (68)] 
Te have bhanvanu shu kam? Are B.A. thayelina 
bapana pag ghasaine gothne aave chhe. Tyare 
taru to aam ja gothavai gayu.(68) 
 
[What's the use of study now? It is a matter of 
trouble for a father to search a groom for his 
daughter who has studied up to graduation while 
your marriage has been settled very easily. (68)] 
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herself ultimately to marriage. In the story 'Anuradha', the protagonist, 
Anuaradha defines a traditional marriage contemptuously. 
 
 
  
 
 
 
 
 Another character, in the same story, is shown following the ages old 
tradition for girls. She is the student of Anuradha, a lecturer in psychology. At 
the age of nineteen or so, her marriage is fixed by the elders, as the boy was 
a foreign returned one. This makes Anuradha think over the traditional pattern 
of marriage which hinders the dreams of young girls. 
 
 
 
 
 
 
 
 
This is a typical Indian middle-class mentality that parents consider 
themselves fortunate, if their responsibility is unburdened. 
 
 
...lagabhg badhi ja chhokario lagna kari 'thekane' 
padi gai hati, ane pachhi jivanana naksha parthi 
bhunsai jati.(35) 
Adhar oganisni pangarti aa vayma mabapone 
putrioni aankhama svapna aanjavanu kem sujatu 
nahi hoy. (33) 
 
[Why parents do not understand to put dreams 
into the eyes of their daughters at the blooming 
age of eighteen-nineteen? (33)]  
Koipan yuvak ene pasand kari le ane mabap 
shantino swas le. Hash, dikari thekane padi gai. 
Aakhare sarovar, sasaru mali jay ethi vishesh 
chhokarine jivanma biju joiye shu? (33) 
 
[Parents get relief if any boy selects their daughter. 
After all their daughter is finally settled. What a girl 
will need more than getting a good husband and 
in-laws? (33)] 
[..... almost all the girls have been 'settled' by 
getting married and then are wiped out from the 
life-map, (35).] 
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 Parents consider themselves to be blessed if the boy is highly 
educated or if he possesses green card. The daughter's dreams and 
ambitions have no place. She is not allowed to develop the area of her 
interest. Subhada knows painting very well, but she is not allowed to join the 
art school as it has no value in the 'market of marriage to sell the object 
quickly' (33) She has been' labelled with degree' (33) 
 
 Anuradha is even more shocked to learn that Subhada has not even 
met the boy with whom she is going to pass her whole life, nor does she know 
about his education or profession. Her heart is filled with grief when she 
comes to know that she is not going to appear for examination as it is told to 
her that ' this degree has no value in America.' (34) 
 
 Such conservative orthodox thoughts marginalize a daughter's sphere 
of life and activity. In Indian society she is dependent on man for her survival. 
She is made to live at the margin, never becomes the subject. She fails to 
develop a perception of herself as an independent human being, as she has 
been confined to move within the harrow compass playing gender roles as a 
daughter, wife and mother.  
 
 Varsha Adalja is, perhaps trying to say that the ages old taboos laid 
down by Manu restrict woman's life to the family even in the present fast-
changing modern society. Marriage, a promised end in a traditional society, 
puts an end to aspiring girls' career. This is aptly illustrated in the story. 
Shweta, once a famous Bharatnatyam dancer of college, happens to meet 
Anuradha. To her great sorrow, Anuradha learns that Shweta had to give up 
her research in Kuchipudi after marriage. Her dreams, her career remained 
unfulfilled. It is ironical that she can dance in a club with her husband, but her 
Kuchipudi dance- classes is strongly objected and considered as ' varnagiya 
veda’.(crazy after over fashionable things.) 
 
 
. 
What a girl makes of her life, how she shapes 
herself as an individual, what profession she takes 
up is not as important as who she marries. 
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 Varsha Adalja also highlights the problem of marriage faced by middle-
class people in finding suitable grooms for their daughters. This problem is 
well-illustrated through the characters of Anuradha and Lata. Both are 
economically independent women. Though they have been brought up among 
tradition-bound people, they are able to defy this ages-old pattern for 
marriageable girls. They break the orthodox pattern and show a great strength 
to have right over her. 
 
 Lata, in 'Kundalaman Pag', the eldest of three daughters, passes 
through humiliating situations by boys' family. 
 
 
  
 
 
 
 
 
 
 
Lata fails to meet the high expectations and demands of the boy's family. To 
make the situation worst, she is considered responsible for not getting married 
by her own parents. She silently endures the bitter remarks by her mother,  
 
 
 
 
 
 
 
 
Janmakshar nathi malata...bas,temporary nokari 
?... Amare kai joitu nathi, lagna to dhamdhumthi 
karsho ne! Kanya jara shaym chhe...(81) 
 
[Horoscope does not match. Oh!...temporary 
service?....We do not want anything. Will you at 
least perform the marriage ceremony 
magnificently? The bride is somewhat blackish 
(18)] 
Mithaina kharcha roj uthine kai posai? Aa vakhate 
taru thekanu pade ane gothavai jay to saru, 
pachhi tari bahenanoy rasto mokado thay.(82) 
 
[We cannot bear the expense of sweets every-
time. Now we wish that this time you get 'settled'. 
Then there will be no hindrance in your sister's 
marriage. (so that your younger sister can get 
married (82)] 
Marriage is the ultimate goal of a girl's life. 
(Sharadha in Bala: 51) 
 189
She is made to feel guilty for being a burden on her parents, as if she has 
committed a crime. 
 
 
 
 
 
 
 
  
 
Poor Lata suffers the pangs of unfair treatment meted out to her due to 
unmarried state. Her own people seem strangers to her. A sense of isolation 
and dispossession hover over her mind, as if 'she has trespassed /entered the 
place where she should not stay'. (82) After having failed to get their daughter 
married, Lata's parents arrange perforce an unworthy match for her. At this 
time, Lata's latent selfhood protests and shows her wish to meet the boy. 
Again she is harshly treated with insulting words.  
 
 
 Thus, the mother torments her by projecting the values of a male- 
dominated society. Through this example Varsha Adalja conveys an important 
message that patriarchal mode of thinking is not confined to the male-female 
relationship but exists between female-female relationships as well. Ironically, 
Khas karan vagar, koi ajani vyaktie ene na svikari, 
e gunano boj ena shire hato. Khub vajan lagatu. 
Kyarek swas levama rundhaman thati. (82) 
 
[ Without any particular reason, she is carrying on 
her head the burden of not being accepted by an 
unknown person. Burden is too heavy. Sometimes 
even her breathing gets chocked. (82) ] 
Joy joyne shu ukadu e kene mari bai! Me ne tara 
bapujie kyan ekmekne joyata! Gabadune gadu? 
...kai nani chhe? Jat thekane padavama sar chhe. 
...aa tu thekane pade...etale...amari javabdari puri 
he!(82-83) 
 
[ What have you gained by keep on seeing ? I and 
your father had not seen each other. Doesn't it 
run? You are not so young now. It is better to get 
settled.... so ....our responsibility will come to an 
end. (82-83) ] 
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a female can be made an agent for the effective promotion of the patriarchal 
point of view as is in the above case. 
  
 Thus, through the example of Lata, Adalja raises the issue of arranged 
marriage-the obvious absence of sentiment or feeling in a union which 
sanctified the lifelong partnership of man and woman. But Lata is not a girl 
who submits herself to this unfair, ill matched marriage. In spite of the 
restrictions, Lata somehow manages to get the detail about the boy who is ten 
years elder to her and works in a factory. She is pained to know that her 
parents get ready to give her hand in marriage to such an unworthy boy who 
is ready to accept her only because she earns. Her parents force her to marry 
him, as if they want to get rid of her. Lata, however, is a self-assertive woman. 
She courageously faces the situation and rises above the crisis. She boldly 
declares," I should see where my pleasure lies."(68) And later on in the story 
she rejects to marry the boy. 
 
 
 
 
 
 
 
 
 
 
 
 
 This is her strong defiance of the patriarchal power-system. And this 
defiance is expressed when she becomes economically independent. Lata is 
not ready to confine to the tradition. Adalja has tried to show, through the 
character of Lata, the emerging of the new woman who no longer wishes to 
remain dumb creature as she was earlier. According to Meena Shirwadkar, 
  
Aakhi jindagino saval hoy tya aandhdo bharoso hu 
na rakhu. Parke gher khali kam karva ane 
kamaine khavadavava javanu hoy to lagnano kai 
arth nathi. Hu mara mate-tara mate na kamau? 
(90) 
 [I can not put blind faith where there is the 
question of my life. It is useless to get married if 
only I go to work in other's house and to earn to 
feed them. Why shouldn't I earn for you and me? 
(90)] 
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Thus, having passed through a painful situation, Lata becomes strong, 
determined and assertive woman. Fighting with the traditional ideas, she even 
somehow manages to get her job confirmed. It is the call of her profession 
that steadies her and gives her courage to confront reality. This indicates the 
assertion of herself. She becomes quite sure of herself, her rights and of her 
place and existence. "...Thekane padva mate mare thekane nathi padavu. 
Apana gharthi saras biju thekanu mane kyan malshe? (91)[I do not want to 
get settled. Where will I get the place better than our home? (91)] This is the 
voice of a self-assertive woman. 
 
 One more such strong, determined and assertive woman is seen in the 
character of Anuradha in the story 'Anuradha'. She is a professional woman 
working as a lecturer of psychology in a college. She is courageous enough to 
stand against the conventional ideals of orthodox society. She has decided to 
lead her life as an independent individual, lives alone and has not married yet. 
 
 Anuradha is a woman aspiring to be recognised as a person first end 
then as a woman. She wants to have an independent social image. Aware as 
she is of her identity, she has allowed her individuality to shape her dreams. 
She teaches in a college, writes articles, delivers lectures on Radio and T.V.- 
thus fulfilling her aspirations. She disapproves that marriage which restrict 
woman's sphere of life and activity. But she is not against the institution of 
marriage. She says, 
 
 
  
  
New education which was instrumental in bringing 
significant changes in the middle-class life-style 
had started creating ripples, if not whirlpools,  on 
the surface. It put before girls a new vision of life 
and opened new vistas. (Shirwadkar: 32) 
Lagnasanstha same maro virodh thodo chhe? 
Mangamato sathidar malvo e jevu tevu nashib 
nathi? Pan paranit jivanma tamaru astitva pan na 
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Anuradha is very well aware of the conservative mentality of society where 
woman has to live under so many constraints. She does not believe in such 
marriage which erases woman's identity and even her existence. Anuradha, 
thus, proves to be a modern woman who does not permit traditional norms to 
snatch away her right over herself. She teaches her students to shape their 
dreams and aspirations and create a place of their own. It feels her with grief 
to see young girls sacrificing their dreams and careers for the sake of 
marriage arranged by their elders. Even the well-educated believe marriage 
'to be the only supreme good fortune of woman.' (37). 
 
 Anuradha emerges as a new, determined woman when she rejects the 
suit from a boy, who is a doctor and who does not wish Anuradha to continue 
her career as a lecturer. She clearly sees through a typical Indian male 
mentality which marginalizes woman's individuality. 
 
 Thus, the framework of both the stories provides good acoustics for 
woman's voice and establishes that woman too has choices in life. 
 
 The story 'Ritu Namni Ek Chhokari' is a story of a different kind of a girl 
with different kind of dreams and interests. She dreams of being Buchendri 
Pal, the first lady who climbed the mount Everest or sometimes imagines 
herself to be with brave Zansi ki Rani fighting in a battlefield or sometimes  a 
spaceman or even a great scientist. Thus, Ritu dreams of those women who 
come out of their traditionally assigned role as a woman and established 
rahe em ogdi na jao. Jivanno ek tukdo evo baki 
rakho, je tamaroj hoy. Ena par koino maliki hakk 
na hoy. (35) 
 
[ I am not against marriage-institution. It is not an 
ordinary fate to get a spouse you like. But do not 
melt your existence in marriage life. Keep a part of 
life for you only and on which no one has any right. 
(35) ] 
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themselves as achievers. Ritu, too, does not wish to perform or play the 
traditional role as a woman who willingly confines herself within the four walls 
doing household works. Ritu never likes to participate in the gossip of her 
friends who take pleasure in discussing about the latest fashion in dress and 
Saree, cooking classes, Mahendi classes and marriage and even ways to 
make husband happy. Their talk shows that the ages old belief that it is the 
duty and ' Dharma' of a wife to keep her husband happy- is deeply rooted in 
the native minds of girls. But Ritu is not one such girl. She says, "Kush karvo 
pade eva varne hun parnish ja nahi ne!"(59)[I will not marry the person who 
should be made happy. (59)] 
  
 Ritu has absolutely no respect for the abject acceptance religiously 
practiced by the wives. And one day, her family arranges her meeting with a 
boy who is coming for the matrimonial purpose. At first she expresses her 
anger because she is not ready for the marriage at so early an age. She is not 
ready even to face the interview when she will have to pass through boy's 
critical and humiliating remarks. She thinks, 
 
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 Ritu knows even this that as the boy is a bank officer, the elders of the 
family would be happy for such a good and secure job. This again is the 
...pachhi chhokaro puchhe chhe... kai school ma 
bhaniya chho. Oho ho gujarati madhyamma ? To 
to tamaru angreji poor hashe kharu? I see .... I see 
... that is very bad. Oh! tamne hindi filmno shokh 
chhe? Bap re, kevi masala film hoy chhe! Hun to 
english movie sivay ...(62-63) 
 
[...then the boy asks... in which school you've got 
your education? Oh! In Gujarati medium? Then 
you will be weak in English? I see.... I see.... That's 
very bad. Oh! You, fond of Hindi movies ? Oh no! 
What masala movies they are! I don't watch 
anything but English... (62-63)] 
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typical Indian middle-class mentality that nothing else is taken into 
consideration if the boy is well-settled.  
 
 Ritu's family, however, is not as conservative as it appears to be. The 
elders of the family are so understanding that they will not decide anything 
without taking her into confidence. Ritu gets ready to marry the boy only when 
she learns that the boy is of broad minded nature that he expects his wife to 
be a different one, who 'takes interest in the world outside the four walls, 
develops her interests.' (65) 
 
  
  
 
 
 
 
 
 
 
Ritu feels that marriage with such a boy will not restrict her life as well as her 
individuality. She will be free to develop her own life at her own will. So finally 
she agrees to marry him.  
 
 Thus, Varsha Adalja has convincingly portrayed two kinds of girls: Girls 
with the awareness and girls without the awareness of their self. The first kind 
of girls follows the path decided by the parents and continue the tradition, 
while the girls with the awareness of the self defy the ages-old convention and 
do not succumb to the will of their parents. They are self-assertive, 
determined and strong girls who believe that there should be 'a room of their 
own'. Such girls seem to deconstruct the age-old idea of gender roles. In other 
words some of the women characters of everyday life try to assert themselves 
in their desire for a career.  If Adalja has portrayed the meek and submissive 
woman in some short stories, she has also created vibrant and sometimes 
radical women characters. These heroines, however, are not role models 
You see. Cake ke spegaty banavata nahi avade to 
chalshe pan e biji yuvatiothi judi hoy... Lagna 
pachhi pan gamtu hoy to agal bhane... ke sitar 
shikhe. (65) 
 
[You see, it will do if she doesn't know how to 
prepare cake or spegaty, but she should be 
different from other girls ... she can carry on her 
studies if she likes... or to learn sitar..... (65) ] 
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whose experiences are meant to be emulated. Some are reduced to mere 
automatons. Those who aspire more, end up feeling bitter or settle for 
passivity dutifully playing her role as the wife. However all the women 
characters of the above discussed stories are conscious of their predicament 
as victims of inqualities. And Adalja has succeded in her attempt, if not in 
finding an ideal solution, but at least in creating an awareness of the existing 
inequalities in society. 
 
As a Wife: 
 
 Conventional Image 
 Varsha Adalja's fictional world has a domestic background where 
family relationships are dealt with in their varying forms like affection between 
parents and children, friends and cousins, grandparents and grand-children 
and man-woman relationship that is ever present in her stories. In most of her 
stories, the protagonists are married women. Hence, her portrayal of woman 
as wife requires special mention. 
 
 The true position of woman in Indian society would emerge if we 
critically examine her relationship with her husband. One of the most 
significant themes of Varsha Adalja's fiction is man-woman relationship. She 
reflects a realistic picture of contemporary Indian woman and her relationship 
with her husband. The stories which have been discussed under this topic 
present the slice of reality where woman has been entitled a most submissive 
and self-sacrificing female role. 
 
 The personality of the typical Indian woman is overwhelmingly 
swamped by the male-dominated attitudes against the backdrop of exclusive 
male-oriented culture. In spite of the changes brought about by Western 
culture and education, the struggle of the country for freedom, and the 
changes in economic conditions, the shadowy role of woman still prevails. 
The following view of Meena Shirwadkar is very much applicable to the 
modern Indian context 
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As ours is a male dominated society, the shadowy, suffering and 
pathetic role of woman has not yet been changed completely. Even today, 
she has no existence save that of a domestic creature. Moreover she herself 
is not able to come out of the cocoon of pride in-suffering. The pativrata image 
has grown into her very being that she is unable to look on herself as a 
human being. Let us examine the stories. 
 
 Varsha Adalja succinctly presents the inequalities and injustice heaped 
on woman because of her subordinate position in the family in the story 'Hari 
Mane Aapo Ekad Endhani'. Hypocrisy of the doctor husband and his highly 
educated family is exposed when they drive out their daughter-in-law who has 
been caught in the first stage of leprosy. She is made to leave the home for 
the ' Ashram' for such people. The protagonist, Rupa, wept bitterly that day as 
she realised that she has been cheated all these years. The picture of loving 
and caring husband was just an illusion. Now when she is in great need of 
him, he wants to get rid of her due to this disease. She could see through the 
false sympathy of her husband when he says: 
 
 
 
  
  
 
 
She was left with no mind or personality of her 
own. She even gloried in the suffering that was 
inflicted upon her by the wanton male. The 
glorification of the Sita image, particularly by 
women, the pativrata ideal and craving to be a 
mother of sons-all these are reflections of the male 
attitudes to which she had succumbed through 
ages. (Shirwadkar: xi) 
Tu....Tu.... Gandi thai chhe Rupa ? Aa kai chepi 
rog nathi. Have to ketli davao shodhai chhe ! Are, 
tu ekdam saji thai jaish  joje ne hun j tane  vajte- 
gajte tedva aavish. Ek sarash  moti party 
gothvashu. – Celebration. O.K. !(3) 
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On hearing such deceptive, cajoling and coaxing words of her 
pretentious husband, Rupa's heart was filled with deep resentment but she 
could not utter a single word. The story takes a feminist stance when in anger 
Rupa thinks that had it been her husband's disease, the society would have 
demanded sacrifice from her to serve her husband in distress like a true 
traditional Indian wife. 
 
 
 
 
 
 
  
 
 
 
 
 
 
 
 
 
The protagonist, Rupa, shows at this turn of the story that she is fully 
aware of the unequal treatment meted out to women in Indian society. 
Moreover Varsha Adalja exposes the sham and hypocrisy prevalent in the so-
called urban, educated persons like Subodh, a doctor husband and a mother-
in-law, a social worker who belong to a society which pride itself on its 
sophistication and refinement, but at home they remain conventional 
[Have you gone mad Rupa? It is not a contagious 
disease. Now many medicines have been found! 
You will be perfectly cured. Then I will myself 
come to fetch you. We will arrange a grand party-
celebration. O.K.? (3)] 
Dharo ke aaje mari jagyae Subodhne aa rog 
thayo hot to ? To shun me tene adadhi ratre 
jakaro didho hot ! Na. Mari pasethi to apeksha 
rahet, dil daine patini chakari karvani. Loko 
prashanshana phoolthi vadhavat, aryanarinu 
birud aapet, satitvani dhaja farakvat.(4)  
 
[Supposing, if Subodh had been caught with this 
disease, then? Would I have discarded him / 
deserted him in mid-way / in half-way? No. I 
would have been asked to serve my husband 
from the bottom of my heart. People would have 
praised me and honoured me as a noble woman 
and would have even unfurled the flag of chastity 
and virtuous wife.(4)] 
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expecting Rupa to play a very submissive role. This double moral standard 
and expectations are sown to have led to the suffering of a number of wives. 
 
 Rupa is even more shocked to learn that though she is just in the initial 
stage of leprosy which can be cured completely; her doctor husband has 
deserted her in spite of knowing all this. The story proves how terribly unfair 
our society is towards women. Traditionally, marriage for women has entitled 
a most submissive, female role. Although a woman ideally has power as a 
mother, as a wife she submits to her husband and his family. Only recently 
women in the dominant patriarchal tradition have started to question aspects 
of this role. Meena Shriwadkar echoes the same question, 
 
  
 Such a 'self-sacrificing' role is still expected from woman becomes 
clear from the story. The sense of rootlessness and desolation is experienced 
by the protagonist, Rupa, who is abandoned by her husband. The author also 
describes the pain of Rupa who copes with the situation admirably. She 
stands alone in her hour of crisis. She realises that her relationship with her 
husband and his family has been superficial. There is no one she can turn to 
in her despair. She struggles alone with the trauma, and though it upsets her 
mental equilibrium, she emerges victorious. She finally comes out of her 
emotional upheaval and comes to terms with herself. Rupa learns a great 
lesson of humanity and compassion after coming to this 'Ashram'. She learns 
through experience. 
 
 The story shows that Adalja's heroines are conscious of their 
predicament as victims of inequality. It is shown that Varsha Adalja's depiction 
of her protagonists is realistic to the core in as much as she does not 
....In India, with its strong bent for tradition, woman 
was expected mainly to live for others than for 
herself because "others" controlled and moulded 
the social structure. Even woman in life and 
literature herself voluntarily surrendered to the 
ideal of self-sacrifice. (Shriwadkar: 153-154) 
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succumb to the temptation of creating exceptionally strong women characters 
who revolt against conventional morality. Adalja seems to write about the 
middle-class Indian women and their feelings, not as their champion but as 
the articulator of their views. 
 
 A close study of Varsha Adalja's short stories reveals that the general 
assumption of a woman achieving happiness and contentment in marriage is 
false. The dissatisfied wife has become a prominent image in the stories of 
Varsha Adalja. Disregard on the part of husband is another cause of suffering 
for the wife. 'Be Ne Panch Minute' projects the suffering of a young wife 
feeling lonely in her husband's home, knowing his extra-marital relationship. 
She suffers silently her husband's faithlessness (infidelity) and indifference 
towards her. She drowns her sorrow in her work at home. 
 
 The story narrates the painful realization of the husband, Yogesh, after 
his wife's death (murder) that he had been an uncaring and unfaithful 
husband, that he had never really known his wife who knew about his extra-
marital relationship but never openly showed any anger against it. Varsha 
Adalja with the flash-back technique through the male protagonist's mental 
recesses reveals how indifferent the husband had been towards his wife. He 
had just married her but had not been keeping his duty as a husband. He had 
never tried to know from her how she passed her time the whole day, when 
he was at work. He never took any interest in her or showed any eagerness to 
know about her routine life. He never knew his wife's thoughts and feelings 
about himself. 
 
 
 
 
 
 
 
 
[Now he would never be able to know what Ketki did 
in his absence. After coming from the office, while 
taking tea he used to tell her what had happened in 
the office or read the evening newspaper 
interestingly or watched some movie on the video. 
Ketki listened quietly, sometimes asked a question 
or two and then kept herself busy in cooking. He 
didn't know what his wife used to do in his absence; 
what she used to think. (78-79)] 
Have e kadi nahi jani shake ke, eni gerhajrima 
ketki shun karati hati. Sanje officethi aavi, cha pita 
officema shun banyu hatu te pote kahi jato athava 
rashpurvak sanjanu chhapu vachto ke pachi video 
par film joto. Ketki shantithi sambhalti, kyarek ekad 
prashna punchhi leti pachhi rasoima gunthati. ..... 
ene khabar nhoti ke eni gerhajrima eni patni shun 
karti, shun vicharti ! (78-79)  
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The story shows the wife in her traditional role as a housewife. The 
wife here appears in the Pativrata image like Sita, Sati, Savitri. The ideal of 
Hindu wife is so stamped on her mind that she never raised a word of 
complaint against such an indifferent attitude of her husband. Total 
submission and devotion, even when the husband neglects his wife, is an 
ideal ingrained in the women's mind since early childhood. 
 
 When an unhappy wife has no place to turn to, and husband neglects 
her, she sometimes tries to spiritualise her sorrow into devotion to God by 
dedicating herself to social work. Such a portrayal of woman is a unique 
contribution of Varsha Adalja to Gujarati literature. Woman as wife was mostly 
the pativrata. The Sita-Savitri image was firmly implanted on the wife's mind. 
She was exhorted by the older woman to seek fulfilment in her duty to her 
husband or if that was not possible, to seek fulfilment in spiritualising or 
sublimating her feelings. (Shirwadkar: 147). 
 
 Yogesh was surprised to learn that Ketki was dedicated to social 
works. She had been of very helping nature. She had dedicated herself in the 
service of blind students. She used to serve neighbours and relatives in their 
hour of distress. 
 
 Lacking an intellectually strong mind, Ketki could not put aside all these 
emotional factors and come out of Sita, Sati, Savitri image and the tradition of 
submission. Ketki suffers silently, tolerating injustice helplessly, with her brain 
washed by traditional taboos or unable economically and still more 
emotionally – to lead an independent life. Thus, through the character of 
Ketki, Varsha Adalja has given us the portrayal of a meek and submissive 
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woman, unable to defy social conventions and seeking a compromise as a 
way out of her suffering. 
 
 Moreover the polygamous nature of men is hinted in some of the 
stories of Adalja. In this story, Yogesh is having extra-marital relationship with 
a married woman, Sheela. Yogesh is shocked to learn that in spite of knowing 
his transgressing the marital bounds, Ketki had never complained or shown 
any anger against it. Yogesh is unable to bear the guilt of this realisation. He 
thinks, 
 
 
 Yogesh feels guilty and considers himself responsible for her death. He 
feels pain to realise that his wife had proved to be an ideal one but he failed to 
be Ram for her and that is why Ketki had never shared her feelings with him. 
She had taken refuge in her own maintaining her marriage. An unspoken 
resentment is seen here. She had created a room of her own where Yogesh 
had no place. She had not even let him know that he was going to become a 
father. Though apparently  Ketki showed no resentment, it is indirectly seen in 
her not using any of the gift  given by Yogesh, and more clearly seen in not 
sharing the happiness of her expecting a child. 
 
 The story 'Bhale Padharya' portrays a meek, docile and humble image 
of wife put in a rigid conservative and domineering surrounding. She is placed 
in an orthodox patriarchal culture and has her roots in her native soil. The 
story very clearly presents the male counterpart as a typical Indian who 
considers himself the lord and master with dominating nature and wife as a 
submissive one, not independent to take decisions. 
Ram-Sita nun jodu...... Ketki Sita hati, pan e to 
matra Yogesh hato. Sheela namni ek yuvati sathe 
laphru karto hato. Laphru ? Na......na.....e to..... 
(84) 
 
[A pair of Ram-Sita... Ketki was like Sita, but he 
was only Yogesh. He had an affair with a woman 
named Shila. An affair?.. No....No... He was (84)] 
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 This, indeed, has the impact on the female protagonist, Hirakaki as she 
is called, who represents a traditional stereotypical product of the orthodox 
Hindu culture. She does not possess an identity of her own. Hirakaki accepts 
total effacement of her very presence and remains a shadow throughout the 
story. Through such a portrayal of Hirakaki, Adalja presents a pathetic picture 
of woman who becomes victim of rigid conventions of the society. The pity of 
it is that she is not even aware of the injustice heaped on her. She is so 
constituted that she never has a mind or a wish of her own but prefers to 
sympathise with the minds and wishes of others. 
 
 Adalja, in this story, presents the husband-wife relationship as that of a 
master and a slave, one who commands and one who obeys. The story 
depicts the male world where husband passes the orders and wife carries 
them out, where he creates the situations and she lives them. Hirakaki, like a 
panic-stricken bird, obeys her husband from early morning till late night 
without taking rest for a single moment. 
 
  
  
  
 
 
 
 
 
 
 
  
 
 
 
"Chovise kalak mashinni jem ghar ne chalu j 
rakhvanu. Na Ungh  na aaram, baharna ordamathi 
hukamona tir par tir chhutataj hoy...."(59) 
 
[The house should be kept busy all the twenty-four 
hours. No sleep no rest. The arrows of orders 
keep on shooting from the room outside. (59)] 
 
Hirakakini aakhi jindgi Paramsukhkaka thi 
phphdavamaj gai. (58) 
 
[The entire life of Hirakaki passed in trembling in 
fear of Paramsukhkaka.(58)] 
 
Hamna pati aavshe, tyare shun mangshe, bolshe, 
lavshe, kaheshe, mukeshe- matra e bhayani dhari 
par e golgol ghumta.(59) 
 
[The husband would come now; what would he 
demand, speak, bring, put – she walked only on 
the axle of this fear. (59)] 
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This presents a painful picture of a wife who becomes a mere puppet in 
the hands of patriarchal authority. The age-old orthodox norms of the male-
centred society are so deeply rooted in the minds of women that they 
succumb to such servility. 
 
 The protagonist of the story is a stereotype of the 'Pativrata' whose 
ideal is to obey her husband and to follow the tradition. She is an object of pity 
and has no will her own. To follow her husband with no complain is her only 
life. She sticks to her husband without grudge of grumbling. She is dumb and 
docile wife who bears no malice towards her husband despite his patriarchal 
authority. 
 
 Hirakaki, perhaps, symbolises the plight of countless women who face 
the same situation but dare not even think to voice their feelings. She has 
suppressed her feelings, fears, doubts and everything in silence. It only 
proves that they have been nurtured since childhood in a society which 
perpetuates such injustice. She is the victim of patriarchy and also of her own 
silence. There are several instances in the story which subtly prove that 
Hirakaki has always been playing the role of a perfect wife in order to keep 
her husband happy and satisfied. There are so many small incidents in 
everyday life which we simply take for granted but Varsha Adalja highlights 
these incidents and makes us look at them a new and wonder at injustice 
done by the patriarchal authority. According to Yashoda Bhat, "A woman's 
individual self has very little recognition and self-effacement is her normal way 
of life. Indian woman too, as a part of that set up has accepted it and lived in 
for ages."(Bhat: x) 
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The personality of the typical Indian husband is reflected in the above quoted 
passage. He has designed a framework according to his own belief, thoughts, 
ideas, customs and conventions and importunacy and within this framework 
Hrakaki has adapted herself. The result is that Paramsukhkaka gets much 
admiration behind which lies the sacrifices of Hirakaki. She becomes a 
shadowy figure behind his success. 
Paramsukhkaka pachha samayna aagrhi ane 
chokkas. Enathi vali kakina swas  aur jadapthi 
chalta. Aa rumal niche kem padyo chhe ? Eni 
jagya kyan chhe ?  Manuni chopadi table par hovi 
joiye. Aaje shukravar. Dudhi-chanani dal kem 
nathi ? Bari par dagh kem chhe ? Geetana valma 
tel nankho to ? Aathna  takore thali pirsavi 
joiye. Ketla varashno niyam chhe, kabhar chhe ne 
? Aa niyamne pelo niyam. Pelu ke Aa. Aa karo, 
tem karo, lavo, muko. Arararr ! Panch minute 
modu ? Anek manyta, vicharo, ritrivajo, 
aagraho.(59-60)  
 
 (Paramsukhkaka is very punctual about 
time. Due to this, Kaki's breathing runs quickly. 
'Why this handkerchief is lying down here?' 
'Where do we keep it?' 'The books of Manu should 
be on the table'. 'Today is Friday.' 'Why not this 
particular vegetable today?' 'Why there is stain 
there on the window?' 'Put oil in Gita's hair'. 'The 
dishes should be ready sharp at 8 o'clock.' 'It has 
been the rule for the past many years, don't' you 
know this ?' This rule or that rule, this or that. 'Do 
this, in this way, take, put.' 'Oh? Five minutes         
late?'Many beliefs, thoughts,customs,importunacy. 
(59-60)] 
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 But a slow change in such a traditional attitude of the husband is seen 
when their children grow up imbibing new and fresh outlook towards life. At 
the end of the story the husband is seen accepting gradually this change. 
 
 The portrayal of an oppressed wife at the hands of male chauvinist is 
seen in the character of Rukshamaniben in the story 'Ganthe Bandhyu 
Aakash'. The story depicts the subordinate position of woman in a patriarchal 
family. The story begins with the death of the husband who had been very 
dominating. But this side of his character was not known to others because for 
others he was always helpful and generous. Everyone praised him for his 
punctuality and discipline when he was alive but no one knew that behind this 
personality there was a shadowy figure, his wife who dedicated herself totally 
to him. She had in fact effaced herself but sadly her sacrifice went unheeded. 
 
 The story shows man's ascendancy over woman in society. It also 
shows the operation of orthodoxy and conservatism in the life of a woman. 
Rukshamaniben is depicted as an image of suffering wife who had been 
dominated and humiliated by her husband.  
 
   
 
 
 
 
 
 
 
 
 
 
 Thus, like a typical Indian husband, he complained bitterly about her 
neglect of the house and children. There is absolutely no sympathy on her 
husband's part for her. She constantly lived like a panic-stricken bird. She 
Rukshamaniben phal khai ne betha thai jay chhe, 
hamna boom   padshe...bapore ghoro chho, utho, 
thali pirso.... kafnima dagha chhe? .... etaluey 
gharnu dhyan nthi rakhatu? aavo nasto?... 
Gamaar. (4) [ 
 
Rukshmaniben suddenly gets up fearing that the 
husband will just shout...'sleeping at noon, get up 
and prepare the dish...stain in the overcoat?... 
even the house is not maintained properly? Is this 
the breakfast? Illiterate.(4)] 
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suffered the neglect of her husband in silence and showed no spirit, while her 
husband took this submission for granted. She had neither the courage not 
the confidence to revolt. This shows the firm hold of tradition on the minds of 
the wives.  
 
These stories project a woman who is still no more than a domestic 
servant and woman too accepts her inferior position in the family. Ironically 
she herself perpetuates the idea that the husband is superior to her and that 
she must obey her husband and look to his comfort and satisfaction. In fact 
she considers it as her Ptivratadharama.  For an Indian wife the traditional 
ideal held forth is that of the Pativartadharma which consists of 
atmasamarpan merging her identity in that of her husband's having no views 
or voice different from the husband's. (Shirwadkar: 65) 
   
 Varsha Adalja explores and applies this principle of atmasamarpan to 
the wives in her stories. Thus, in these stories Varsha Adalja has portrayed a 
traditional image of wife who has been subordinated by the andocentric 
culture. This patriarchal ideology teaches woman to internalise these 
concepts in the process of their socialization. As Simone de Behaviour 
observes, "One is not born woman, but rather becomes a woman. It is 
civilization as a whole that produces this creature..... which is described as 
feminine." (Quoted in Bala: 112) Moreover,these women suffer, tolerate 
injustice helplessly because their brains are washed by traditional taboos or 
they are unable economically and still more emotionally to lead an 
independent life. And it will give her an infinite pain if she tries to rebel as an 
individual because she cannot leave her home as wife and mother due to her 
emotional home-loving temperament. According to Meena Shrivadkar,  
 
  
  
 
 
 
She prefers to suffer, in silence and remain at 
home even though a part of her being dies in the 
process. Moreover, it is difficult for the wife to rebel 
because the code of submission, sacrifice and 
chastity is dinned into her ears and imprinted on 
her mind from childhood. (Shrivadkar: 67) 
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 It will not exaggerate to say that woman herself has perpetuated the 
idea that the husband is superior to her and that she must obey her husband 
and look to his comfort and satisfaction. The ideal of Sita-Savitry, the 
Pativrata Stri, is the ideal she strives to realise. Such woman suffers in silence 
or sublimates her sorrow as the traditional image of ‘Pativrata’ wife is so 
deeply rooted in her mind.  This stereotyped image of wife has been very well 
portrayed in some of the stories of Varsha Adalja.  
 
 Awakening Through Crises 
 
 The initial response to Varsha Adalja's fiction is to brand it as feminist, 
as some of her stories revolve round the problem of women and the male 
characters are pushed towards the periphery.  
 
 A closer scrutiny of some of her works convinces one that her woman 
struggle to obtain selfhood by dissolving their pessimism, by inculcating the 
strength to survive with dignity and by analyzing their problems rationally. Her 
women refuse to surrender before anxieties, indoctrination, social conditioning 
and resultant oppression. Her women display a determination to face the 
riddles of life boldly. The continuous analysis of their own self enables them to 
understand and solve their problem. They struggle to change the existing 
world order and usher in a new order, where there is no place for hypocrisy, 
pretence and dual morality. 
 
 Under this title I have tried to examine some of Adalja's stories in which 
her women protagonists free themselves from the stultifying traditional 
constraints to cherish a spontaneous surge towards life. The earlier part of 
these stories projects the traditional image of woman. But gradually all of 
them emerge as new woman who casts off her traditional image. Here the 
main concern of Varsha Adalja is the urge to find oneself, to create space for 
oneself, to grow on one's own. While dealing with such unconventional type of 
role played by her women characters, Adalja was aware of the change that 
has taken place in the role and status of Indian women. Social reforms 
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influenced by the great personalities like Raja Ram Mohan Roy and Mahatma 
Gandhi and the foreign personalities like William Bentick had its great impact 
on the status of women in Indian society. Besides, the Western influence, 
coming through liberal education, forced new values and norms of life upon 
women. This change is very well noticed in some of her characters when they 
try to voice their problems and protest against injustice done to them. Such 
women overthrow all the taboos ordained by male-dominated society. This 
picture of women has found place in Varsha Adalja’s short stories. 
 
 The image of a woman growing into individuality is seen in the 
portrayal of a widow daughter-in-law in the story ‘Shanti’. The protagonist of 
the story, Shanti a young widow, is drawn as a conventional woman whose 
place in the family is that of a domestic servant 'fulfilling different requirements 
of everyone in the family at different time.'(163). She is burdened with the 
responsibilities of home and the family members. 
 
 In the first half of the story, Shanti is portrayed with stereotypical virtues 
of Indian woman, like patience, devotion and abject acceptance of whatever is 
meted out to her. Shanti does not get time even to think for herself. But she 
has not lost the awareness of the self. If pains her when any of her relatives 
mourns at her condition and thanking her in-laws for giving 'Shelter to this 
poor, wretched and helpless woman (166) With pain she thinks, 
  
 
 
 
 
 
 
 One finds that the individual in her is taking shape as she becomes 
conscious of her positions in the family. She gradually becomes aware of the 
Aashro ? Shantina radayma shulni jem shabdo 
bhonkata. Etale ke e asahay chhe ane aa lokoe 
ene aashray aapine ena uper upkar karyo 
chhe?(166) 
 
[Shelter ? Words prick in her heart like thorn. It 
means she is helpless and these people have 
obliged her by giving her shelter? (166) 
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mentality of her in laws who exploit her under the so called honour of an ideal 
daughter-in-law. She now feels the injustice done to her.  
 
  
  
 
 
 
 
 
 
 
 
 For the first time Shanti feels regret of being economically dependent. 
She remembers one of the friends of her sister-in-law saying that she cooks 
very well and if she starts 'food-business', she would get success. A new hope 
rises in her mind that she too can be economically independent. At this 
thought the woman in her emerges. Through such thinking she moves on, 
picks up her life once again. She is never the same after this. In this thinking 
process, she does discover her own potential.  The story ends with a note of 
hope of asserting herself. Towards the end, we meet a different and self 
assertive woman in Shanti when she for first time clearly expresses her desire 
and wish.  
 
 The story 'Ghanti' projects woman in her traditional role as a house-
wife. Hema, the protagonist of the story, represents all those women who are 
no more than a domestic servant in their family. She is crushed under the 
overburden of household chores like cooking, cleaning the house, looking 
after the children and much more. Hema too feels the weight of all the 
responsibilities only on her shoulder while her husband, a typical male 
mentality, does not take into consideration Hema's work. According to him this 
is the role assigned traditionally to woman and so he takes Hema's domestic 
work for granted. 
 
Na aa duniya potani nathi. Pote to koine tyan 
aashro leti bichchari stri chhe, je dhaglabadh kam 
kare chhe. chhatan aa ghar enu nathi. Aa swajan 
ena nathi, eni koi kamani nathi (167) 
 
[Now this is not her world. She is a poor woman 
taking shelter at someone else's place who works 
a lot nevertheless this is not her home, these are 
not her kins (relative) and she does not even 
earn.(167) 
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 Hema is aware of the justice done to her. She is a woman with 
awareness of individuality and she understands that she is not considered as 
a human being. She works like a machine all the day without taking rest for a 
single minute. Then also she is asked questions like –'What do you do the 
whole day, Hema?' (138) This attitude of her husband shows male chauvinism 
of Indian society.  
 
 Much is expected from Hema. She feels tired of dragging the 
responsibilities of home and family alone. It affects her health too. She cannot 
even look after herself. Day by day she is put under one or the other 
responsibility.  
 
 Once Hema's husband has to be hospitalized as one of his legs got 
fractured in an accident. Even though he is provided good food from the 
hospital, he wants Hema to cook food for him at home and to bring Tiffin twice 
in a day. Hema is unable to cope up with all the responsibility simultaneously. 
It affects her health. She suffers from waist problem, even though she is 
overburdened with more and more responsibilities. Her husband does not 
notice that his wife is being crushed under the household (domestic) chores. 
He proves to be over demanding husband. The title itself suggests the 
predicament of an Indian woman within the four walls. She is smashed under 
the drudgery of the house hold work like a grinding mil / hand-mill.  
 
 Hema is dissatisfied with per present lot. The individual in her is 
craving for freedom. She wants to possess a room of her own where she can 
give time to herself, where she is her own self. With this growing sense of 
individuality, she feels that her husband now needs to be realized. Here we 
notice the strength in her as she very calmly puts before her husband her 
decision.  
 
  
  
 
Pan, hun kalthi tiffin lavavani nathi ... Kalthi sanjno 
maharaj rakhi levani chhu. (142) 
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Hema, very clearly, tells her husband that she has so many other works to do 
at home and so she will not bring food for him. Moreover the hospital food is 
already good. This is a feminist reaction to the patriarchal society which tries 
to exploit her. It is the feminist affirmation of woman's strength. Thus, the story 
focuses on woman's awareness of her predicament, her wanting to be 
recognized as a person than as a woman. The framework of the story 
provides good acoustics for woman's voice and establishes that woman, too, 
has choices in life.  
 
 The story ‘Mukt Karagar’ presents a struggle against the dual moral 
standard to which women are subjected. Avani, the protagonist in this story, 
questions the validity of the accepted set of values and rebels against the 
existing moral codes and social norms which are man-made. A realistic 
picture of woman in the egoistical, hypocritical and entirely insensitive male 
dominated society constitutes the theme of the story. 
 
 Avani kills the friend of her husband who tried to seduce her. She is 
arrested. This is totally a different situation which forced her to act 
aggressively. She is driven to such a gruesome act in self protection. Her 
concept of being a happy house-wife turns to be an illusion when her 
husband, whom she thought to be an ideal one, worries about his promotion 
and not about his suffering wife. This crisis in her life brings her face to face 
with the selfish person behind the mask which her husband used to put on-the 
mask of an ideal, loving and caring husband. Instead of consoling his wife, he 
thinks about his prestige and social image as well as his career in a company.  
 
 Avani feels to be cheated all these years. She realizes that she has 
been used as a stepping stone by her husband to rise above in his career. 
She feels pain to think that she was merely a puppet used by her husband to 
get his selfish ends. The husband in the story is so selfish and self centered 
that he wishes his wife could have 'compromised' with the situation than to 
[But I am not going to bring tiffin from tomorrow... I 
will keep a cook for preparing evening food. (142) 
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have acted in such an aggressive way. The word 'compromise' disturbs Avani 
so much that she asks.  
 
  
  
 
 
  
 The picture becomes clear to Avani that her husband will definitely fight 
the case 'not for her sake but for the sake of duty and his prestige' (52) Avani 
feels the burden of the relationship. The words 'duty' and 'prestige' prick her 
heart. But she is the image of new woman who is bold enough to tell her 
husband bluntly on his face that 'he is selfish and coward too' (53) because he 
fears that his dream of getting promotion will be ruined. He thinks about 'his 
future but not for his wife's present situation' (53) He wants to keep silent 
about the whole affair and wants her to do the same. Avani emerges as a new 
woman with a new yardstick to measure everything from a new angle. She 
starts evaluating her past differently.  
 
  
  
 
 
 
 
           
            
 
 
 
 
 
 
 
Paritosh to shun Kedarnu vartan mare chupchap 
sahan kari levu joytu hatun ? (52) 
 
[Paritosh, should I have silently endured the 
behaviour of Kedar ? (52).] 
Anyay to tame mane karyo chhe. Ek swatantra 
vyakti tarike mari kashi ja ganana na hati, hun jivti 
hati, rachti hati matra tamara padachhayama. 
Thamari sathe tame samajma mane feravta hata, 
ek sundar aavdatvali patni tarike. Ane ena malik 
tarike tamari pratishtha ane mobno vadhta hata 
(54)  
 
[In fact you have done me an injustice. I was 
never considered as an independent individual. I 
was living, dwelling under your shadow only. You 
made me walk with you in the society, as a 
beautiful and skilful wife. And your prestige and 
dignity were being enriched as a master of such a 
wife (54)] 
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Thus, having been awakened by the crisis, the individual in her decides to 
make a bold ascertain. She decides to accept the crime and not to take the 
help of her husband. She considers 'the jail a free world where there is no 
hypocrisy of the outside world.' (55) Avani is embarrassed with the 'false 
prestige' of the outside world which is nothing but 'unconstrained prison'. (55) 
  
  
 The emergence of inner self is seen when Avani asserts 'to seek her 
own self' (55) Thus Avani exposes and rebels against the injustice of the dual 
morality and the double standard adopted by her husband. She rejects his 
false sympathy towards her. Varsha Adalja has enlightened a woman's image 
to break the double standard in patriarchy. It is a story of personal journey, the 
heroine learns as she undergoes the crisis. The learning process however is a 
painful one. Through the character of Avani, Varsha Adalja has laid bare 
longings, pain, hopes and frustrations of a woman's inner self.  
 
 Native strength of a marginalized woman who has been oppressed by 
the patriarchal society constitutes the central theme of the story 'Lambi Dhimi 
Tapti Bapor'. The protagonist, Vandana, breaks through the tradition of home 
and veil to fight against the tyranny of her husband.  
 
 Vandana is married to a good for nothing person who works on daily 
wages. He treats Vandana very cruelly and comes to her only to satisfy his 
physical hunger. And if she disobeys his demand, he goes to the extent of 
beating her. The individual in Vandana rises and protests against this 
inhuman treatment. In reward, she is deserted by her husband and the in-
Tame loko pan samajma kedini jem ja jivo chho. 
Juthi manyatao, rivajona bandhno jailna saliyathiye 
vadhu sakhat chhe. Tamaro samaj mukt karagar 
chhe, Paritosh mane java do (55) 
 
[You people too live like prisoners in the society. 
False beliefs, customs and restrictions are harder 
than the bars of the jail. Your society is an 
unconstrained prison, Paritosh, let me go.(55)] 
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laws. But Vandana neither gives up nor surrenders before the rigid 
conservative thought of the society. She, a deserted wife, seeks legal aid to 
punish her irresponsible husband. In spite of the stinging reproaches from her 
family, she takes the help of the court to fight for the maintenance case 
against her husband.  
 
 This shows that though the world today is still patriarchal and male 
oriented, the women have gained legal as well as social liberty to voice their 
problems and to protest against injustice done to them. This is largely due to 
the fact that the society is passing through a transitional era. The story 
presents a woman who practices an open defiance. The following passage 
from the story shows that the woman today is establishing her right over 
herself and maintaining her individuality and dignity.  
  
  
 
 
 
 
 
 
 
 
 
  
Woman in Varsha Adalja's stories is initially a conventional one, but 
emerges as an unconventional through the course of the plot. She frees 
herself from the convention which tries to put her into a subordinate position. 
She breaks the marriage vows which prove to be hindering her self-respect. 
She does not compromise with the situation. The story, ‘Batmogro’, presents 
a disturbed but a brave feminine psyche in the new ethos.  
 
Rs.500 no bharanposhan no order nikly chukyo 
hato. Aam to monghavarima Rs.500 ni shi visat 
hati ! pan ene lagtu hatu ke  jane enu 
aatmasanman pachu malyu hatu. sada lav lav 
karta  sasariya na mo par ek jordar tamcho hato 
(136). 
 
[The maintenance order of Rs.500 has been 
issued. Infact Rs.500 is worth very little in this time 
of inflation. However she felt as if she has got 
back self-respect / dignity. It is a great blow on the 
face of her ever demanding in-laws. (136)] 
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 The mother in the story reveals in a letter to her daughter, Shashi 
about her husband's wayward nature. Hers had been a child marriage. Her in-
laws were very conservative. Her husband had been a careless and 
irresponsible person who used to roam and wonder about with 'Sadhus'. He 
used to come home only to satisfy his physical hunger. And once this 
pretentious and good for nothing person ran away robbing the family of their 
wealth.  
 
 The person in her emerges as the journey towards individuality starts. 
The story explores the inner struggle of the protagonist. She was brought to 
her parental home where she completed her study. Meanwhile a daughter, 
Shashi, was borne to her. She got job and Started to live an independent life. 
There comes the full assertion of self. This realization transforms her attitude 
as a woman and much more as a person. 
 
 In a letter to her daughter, Shashi who is studying at Baroda, she 
writes that just before few days her father suddenly came back and 
demanded his right as a husband. Infact he had come back because he was 
suffering from hunger and poverty. He appealed and even cried before her to 
give him shelter in her home. He even tried to remind her of her stereotypical 
virtues like 'Saubhagya' of a married woman. At this time she raised her voice. 
 
 
 
  
 
 
 
 
 
 
 
 
 
to live with self dignity would too be my good 
fortune (72)] 
Shenu saubhagya ? Strinu saubhagya matra lal 
chandlo ? Ena vinay hun akhand saubhagyavati ja 
hati. Mara mata-pita, tara jevi dikari hovi e maru 
saubhagya. Hun swamanbher jivi saki e maru 
saubhagya ane tane pan swamanbher, khumarithi 
jivta shikhvi shaku to a maru saubhagya. (72) 
 
[Which kind of good fortune ? Is only red bindi 
woman's saubhagya? I was a fortunate woman 
even without it. My parents, my daughter like you 
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These are the words of a woman who has made her bold place in 
patriarchal society. She does not want to be a suppressed-self dominated by 
her husband. Determined not to surrender to any of his appeal, she boldly told 
him to leave her place. When he tried to threaten her, she without being 
scared, showed good courage to go to the police station. She turned defiant 
and clearly told him, "you cannot force me of your right as a husband after 
theses seven years of separation" (72). This shows that while woman has 
consolidated her position, she refuses to submit to man in a servile manner.  
 
 Thus, in this story Varsha Adalja has portrayed the struggle of her 
protagonist who with tremendous power tries to survive in an andocentric 
world which offers no easy outs to women.  
 
 If all these stories are taken together, we find that women in Varsha 
Adalja's stories are initially conventional, but emerge as unconventional 
through the course of the plot. They free themselves from convention which 
tries to put them into a subordinate position. Some of them even break the 
marriage vows which prove to be hindering her self-respect and individually. 
They do not compromise with the situation. They find self fulfilment more 
important than anything else. It is also observed that when these women are 
in search of self fulfilment, they become stronger and are ready to fight 
obstacles. Their breaking the chains that tie them down is just a means 
towards the end. Adalja also suggests that the woman must avoid subtle traps 
that are there in the guise of love and affection. She must take a somewhat 
curt but timely stand to assert her independence and to establish her 
individuality.  
 
are for me my good fortune. To live with self-
respect is my good fortune and if I can teach you 
to live with self dignity would too be my good 
fortune. (72) 
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 These women protagonists show that they have realized how society 
and patriarchy have suppressed their individuality, that all they have to do is 
to make conscious efforts to realize their dormant capacities; they have to 
awaken themselves and realize what they are in reality. Varsha Adalja 
suggests through these characters that here is a greater chance of happiness 
for women if they learn to conquer their fears and assert themselves. In these 
stories, the women protagonists do not merely think but also act out their role 
and bring about a concrete change in woman's life. Anuradha acts to change 
her life; and so do Shanti, Hema, Avani, Shashi's mother and even 
Rukshmaniben. Thus, in these stories there is a greater emphasis on action. 
These stories end on a note of hope with the protagonists asserting 
themselves as individuals and putting an end to their doubts about 
themselves. 
 
 Quest for Identity  
 
 The conditions of modern life in the national and international contexts 
have brought about rootlessness of a very complex nature. In his relationship 
with the outside universe, the individual often feels alienated and regards 
himself as an outside and a stranger in the material world. It has rightly been 
called 'The Age of Alienation'. (Murchaland: 9) Edmund Fuller remarks that in 
our age "man suffers not only from war, persecution, famine and ruin, but from 
inner problem .... a conviction of isolation, randomness, [and] 
meaninglissness in his way of existence." (Fuller: 3) 
 
 The plight of modern man has been discussed by Melvin Seeman 
under a set of five interrelated operational conditions, viz. powerlessness, 
meaninglessness, normlessness, isolation and self-estrangement, which he 
considers to be different manifestations of alienation (Seeman: 786) Taviss 
speaks of 5 two different kinds of alienation, i.e. ' social alienation' and 'self-
alienation'. By 'social alienation' she means the sense of estrangement 
brought out by the sudden discovery that the social system is either 
oppressive or incomplete with the individual's desires and ideas. 'Self-
alienation', however, means the loss of contact of the individual selves with 
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any inclinations or desires that are not in agreement with the prevailing social 
patterns, as a result of which the individuals are forced to manipulate in 
accordance with the social demands or feel incapable of controlling their 
actions. (Taviss: 46-47) Alienation from oneself is the more basic form of 
rootlessness, which forms the subject of many psychological, sociological and 
philosophical studies. 
 
 Gujarati Women writers have tried to portray realistically Indian 
women's sense of frustration and their alienation. Their characters are shown 
very often as torn apart by the conflicting forces. The predicament of working 
women, the problems of marital adjustment, their quest for and assertion of 
identity are some of the issues which they project in their fiction. 
 
 Varsha Adalja, in her stories delineates the problem of identity arising 
out of alienation. The problem of alienation is intimately related to the loss of 
and quest for one's identity. Donald Oken rightly suggests that it is the loss of 
identity that results in alienation. (Oken in Johnson: 84) Adalja's women 
characters find themselves alienated and rootless due to the awareness of the 
selfhood. There are two types of characters in her stories –people with 
awareness and people without awareness of the inner self (individuality). 
They are usually sensitive and thoughtful creatures, who ruminate over their 
fate and position in conservative society. 
 
 
 
 
 
The above observation of A.N.Dwivedi regarding the short fictions of 
Shashi Deshpande is applicable to the short fiction of Varsha Adalja also. 
Alienation or rootlessness occupies a particularly important place in some of 
the short stories of Varsha Adalja. 
 
They endeavour to know what they are, how men 
folk behave with them, why they stump into inanity 
and desperation, and why they feel alienated and 
truncated.  (Dwivedi in Pathak: 1998: 181). 
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 The story 'Marun Pratibimb Nathi' depicts the woman protagonist as 
person divided into two halves. The narrator in it typifies an alienated self. The 
conflict of being and becoming forms the central theme of this story. Her 
marriage creates the clash of personality and conflict of character and she 
faces the problem of double/divided self. 
 
 A poor simple girl is married to a highly sophisticated well-to-do man 
with high status in society. She is made to change and mould herself 
according to the status and position of her husband. She learns to acquire the 
sophisticated ways of life. Her husband tries to hang her life-style so that she 
can be adaptable to his 'circle'. He even decides the sari for her to wear for 
the dinner party. She is made to learn English, join courses of hairstyle and 
flower-arrangement so that her husband can introduce her before his 
educated foreign-returned friends. 
 
 In her attempt of 'becoming' so, she loses her 'being' and awareness of 
'selfhood' pains her deeply because she cannot wipe her real self. She feels 
suffocated by this imposed self which is nothing but an outer mask over her 
individuality. She feels that the individual in her is being erased in making 
herself adaptable to her husband's so called sophisticated ways of life. The 
gulf between seeming and being, appearance and reality dwindles. She is 
torn between the conflicts of her different selves. 
 
 The protagonist of the story is very much aware of the incompatibility in 
her conjugal life. She is very sensitive while her husband is very practical. For 
instance, her worshipping of the God for the betterment of her seek child is 
laughed at by her husband who calls her" foolish' and “sentimental fool". She 
remembers her life before her marriage and compares it with the present 
which has snatched away her individuality, her identity from her. Her real self 
sinks deeper in the background. 
 
 She sinks in the past which she apparently resists so much. She 
reflects on the events of her life and the story gets unfolded through her 
memories of the past, which continue to be compared & contrasted with her 
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presents stay. She compares her simple, natural, poor but contented life in 
past with the artificial, insensitive, hypocritical and luxurious but dissatisfied 
life in present. 
  
 The past haunts her. The present is unsatisfied. She turns out to be in 
utter chaos of personality, a symbol of complexity, confused, perplexed and 
lost-to-herself-personality who has miserably failed to maintain her 
individuality. She feels miserably estranged not only from her family but also 
from her innermost nature, having nothing within or without her to fall back 
upon in moment of crisis.  
 
 Apparently, she has everything but the sense of belonging to her 
parents' home is not felt here. She feels guilt guilty of the part of that present 
which is devoid of her true self. Moreover she is aware of the dilemma 
resulting from alienation.  
 
 
 
 
 
 
 
  
  
  
 
 
 This guilty-consciousness is due to her awareness of 'selfhood'. The 
more she is attracted towards it. This attraction suggests her inmost desire to 
return to her 'self'-her individuality. Her sense of isolation is so actual that she 
feels being cut off from her own self.  
 
 The protagonist looks at herself as spectator. She experiences an 
unknown fear, i.e. fear of losing her real self. The individual in her is in crisis 
Hun gunegar hou evu kon jane manma satat  
thaya kare chhe. Undha aayanane takya karu 
chhu.  Ene  chatto  karta  ek  ajanya darr thi dhruji 
uthu chhu Ane chhata adamya khechan thay che. 
Fari aayno Uthavi zukine hu ema jov chhu. (55)  
 
[I feel as if I am guilty. I keep on watching the 
upside-down/inverted of the mirror. I tremble with 
an unknown fear to turn it to the right side. 
Nevertheless due to some irrepressible attraction, 
I pick up the mirror and bend to look into it. (55)] 
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on all front – as a mother, wife and above all as an Indian woman. The writer's 
analysis of her character brings out the real problem to our view. She is in 
search of her 'being' which is lost in the practical, hypocritical as well as 
artificial life of her husband. She fails to find her real reflection in the mirror! 
 
  
  
 
 
 
 
 
 
 The title of the story 'Maru Paribimb Nathi' is self explanatory. Mirror 
stands for the inner space and the heroine's looking into the mirror symbolizes 
her looking within herself – hence her quest for inner self. The end of the story 
shows that her quest for 'the self' disappoints her. She fails to discover it 
within herself.  
 
 The sense of inner disintegration is strongly felt by her. Tension 
between the different parts within her ‘self’ takes away the harmony within and 
without. The story presents dichotomy in the protagonist and her desperate 
attempt to keep them together and at peace.  
 
 
 
 
 
 
 
 
  
 
 
Hun farithi ayanama zukine jov chhu. Ayano khali 
chhe. Maru pratibimb nathi. Hu dant bhinsi 
aayano fagavi dav chhu. (56) 
 
[Again I bend to look into the mirror. It is empty. 
My image / reflection is not seen. With anger I 
throw away the mirror. (56)] 
One has to integrate the two halves or the different 
parts within to maintain harmony within and 
without. Integration alone would make her whole 
again and confrontation of the disintegrating 
elements alone would make that possible. 
Escapism is no permanent solution nor should one 
look to anything outside of oneself to provide the 
solution but seek it from within. (Paul in Pathak: 
1998: 39-40) 
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 The protagonist in the story fails to confront the disintegrating 
elements. She has to throw away the inner part of her ‘self’. The realization or 
urge to live in a particular way becomes the quest for identity. The quest in 
this case remains unfulfilled, which results in the fragmentation or even 
annihilation of the self. Her search for identity becomes frustrated because of 
factors beyond her control. The quest for identity is thus a major thematic 
preoccupation in this story.  
 
 The story 'Koy Ajanya Pradeshni Safare’ projects a journey of self-
actualization of a daughter-in-law who has melted her identity serving the 
members of her in-law. Sheela, as she is called, lived only for others from 
early morning till night. Everyone has right over her 'self'. She accepts total 
effacement of her very presence and remains a silent, unobtrusive daughter-
in-law.  
 
  
 There are two types of characters in this story – Ratna, a woman with 
awareness of her individuality and Sheela, a woman without awareness of her 
individuality. It is the contact with Ratna that Sheela is made aware of her 
individuality otherwise she has completely forgotten herself among others. 
 
 What happens with a marriageable girl in a typical Indian family 
happens with her too, without letting her complete her graduation she is 
married to a 'settled' boy. None even asked her about her wish in this regard.  
Ghar etale – sasu, sasara, der, nanand, vruddh 
foiji ane gharna be nokaro suddha ! e saghalano 
eni par adhikar hato – ena samay par, vani  vichar 
par, ane ena samagra astitva par (65) 
 
[Home means – father in-law, mother-in-law, 
sister-in-law, aged aunt and two servants too ! All 
of them have right on her-on her speech and 
thoughts and on her entire existence (65).] 
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This shows that marginalization of woman who lives her life according 
to the wish of others is still prevalent in some typical conventional Indian 
family where she is not given freedom to express her desire. She walks and 
moves like a puppet as other make her to do so. She possesses neither the 
will nor the room of her own. She is taught to merge herself. And accordingly 
Sheela has learnt to make herself adaptable to everyone, keeps herself busy 
with routine household chores. Age-old norms of the orthodox society are so 
deeply rooted in her mind that she has accepted her typical role as a 
daughter-in-law very normally.  
 
  
  
 
 
 
 
 
 
  
 
 
 
 
 
 
 
ene kyan kashu bolva jevu hatu? Athva boli 
shakay evi samaj ke svantantraya ja kyan hata! 
(67) 
 
[What has she any thing to say! or where has she 
the liberty or knowledge to speak anything! (67)] 
Vahu to vaheli uthe, nahine tulsie pani rede, cha-
pani, nasta, roj judi-judi rasoi badhane jude jude 
samaye judu judu jamadvu (68) 
 
[A daughter-in-law gets up early, pours water to 
Tulsi after taking bath, tea, breakfast, different 
meals everyday, to dine different items to everyone 
at different time (68)] Vaheli savarthi gharne jude 
jude khunethi, 
Shee.....la......va...hu...,bha...bhi...shabdo sambh - 
lava lagta, der-nanand vahela garam nasto kari 
college chalya jata. Foijine nav vagye modo nasto 
api mandire motarma lai java padta, ghare aavi 
sasarane dudh ane dava, sasune garam rotli, modi 
bapore patine jamadi, vidai kari e hash anubhavt 
kalak be kalak aaram karati tyan fari 
.................(69) 
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Thus, Adalja has tried to portray an Indian woman in her home 
adjusting herself with others, sacrificing her own aspirations for others. She 
allows unknowingly her "she" to get erased. Other control, decide and design 
her life and even her individuality and she remains passive doing domestic 
chores. Few tasks are more like the torture with its endless repetition over and 
over day after day. The housewife carries herself out making time. She makes 
nothing, simply continues the present. 
 
 Varsha Adalja is very conscious of the unfair situation prevailing in 
society with regard to women. There are several incidents in this collection 
which subtly prove that woman has always been playing the role of a perfect 
wife in order to keep her husband and his family happy. In fact the 
unawareness of her individuality prevails among women because since 
childhood they have been nurtured in traditional patterns which sharply define 
the male/female pattern of behaviour.   
 
 And one day there comes an upheaval in her settled quiet life when 
she meets her college friend Ratna, a lecturer in psychology. She is an 
economically independent unmarried woman with an awareness of her 
individuality. Sheela is surprised to find a modern new woman in Ratna who 
has awakened her real self,”Something inside her was shaking her 
‘self’.”Interaction with Ratna's self awakens her suppressed individuality. The 
[From early morning from different corners of the 
house the words Shee...la...,Ba...hu..., 
Bha...bhi...keeps on being heard. After having their 
breakfast, her brother-in-law and sister-in-law go to 
college. At 9:00 a.m., her aunt has to be taken to 
the temple in the car, coming back home, she 
gives medicine to her father-in-law, hot chapatti for 
the mother - in - law. She can take rest only after 
her husband has had lunch at later afternoon. After 
taking rest for one or two hours again ... (69).] 
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idea of selfhood is taking shape in her mind as if she is having a glimpse of a 
different new world. Ratna's piercing questions leave her speechless. 
 
  
  
 
 Sheela has never thought of the answers of Ratna's questions earlier. 
She has never lived for herself. Ratna's questions open for her a new and 
strange world in which she has started journey towards self-actualization. She 
establishes herself neither as a totally liberated and typically western woman, 
nor as an orthodox Indian, the submissive female. In this respect, she is truly 
representative of the middle-class modern woman who is at the crossroads of 
Indian culture and society.  
 
 Isn't it ironical that a woman who looks after the whole family and 
household doesn't even have a room of her own? The interaction with Ratna 
makes her aware that happiness in life cannot be gained just by dependency 
on marriage, parents and other such institutions. 
 
 The woman protagonists in some of the stories of Varsha Adalja 
achieve "personhood". They go beyond what Elaine Showalter calls the 
"Female Phase" which is a phase of self discovery, a turning inward freed 
from dependence of opposition, a search for identity. (Showalter: 13) They 
discover themselves.  
Tun shun kare chhe ? Dharo ke kale Dhokla na 
banave to ? Kem ? ghare kahayu nathi etale ? .... 
Kahayu na hoy to shun ? tun thodu ghar chhodine 
bhagi javani chhe ? Adadho kalak modu ! (71) Are 
bahenba ghar yad aavta ja aam ghabharai sheni 
jai chhe ? Thodu tari jat mate jitva shikh. (72) 
 
[What do you do? Suppose you do not prepare 
(Cook/make) dhokala tomorrow then? Why, 
haven't informed at home that's why ? What if you 
haven't informed? You are not going to run away 
from home. What's so if it is half an hour late?(71) 
O sister, why do you get afraid remembering 
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 The same such discovery of the 'self' and the removal of the illusion 
through crisis are very well presented in the story 'Mukta Karagar'. (This story 
has already been discussed in detail under the title 'Awakening Through 
Crisis'.) Avani, the protagonist of the story kills a friend of her husband who 
tried to seduce her. She is arrested. The reaction of her husband is a great 
shock to her. Her concept of being a happy house-wife turns out to be an 
illusion when her husband whom he thought to be an ideal one, worries about 
his career and promotion and not about his suffering wife. The crisis in life 
shatters her illusion about her married life. She feels to be cheated all these 
years. She emerges as a new woman with a new yardstick to measure 
everything from a new angle. Here begins the journey of the protagonist 
towards self-discovery. She makes a bold assertion to accept the crime and 
not to take the help of her husband. She considers the outside worked as 'an 
unconstrained prison'(55) 
 
 Avani discovers hitherto untapped reserves o vitality I herself and 
succeeds from strength to strength. She achieves the dignity, and immunity to 
illusion, the triumph of the new woman, her ability to forge a life for herself 
without a man. 
 
 Varsha Adalja has thus treated the issue of identity crisis 
comprehensively I these stories. All of her protagonist suffer from the loss of a 
sense of identity at one point or the other. Adalja delineates the problems 
arising out of alienation in her stories. Her female characters find themselves 
alienated and rootless, and therefore her stories are potentially rich with 
tension arising from quest for identity and fulfilment of life's purpose.  
 
 The present discussion enables us to generalize that the protagonists 
of these stories suffer either with 'social alienation' on with 'self-alienation'. 
'The problem of alienation is intimately related to the loss of the quest for 
one's identity. Anuradha, Avani, Sheela, the wife in 'Maru Pratibimb Nathi' and 
Krishna find themselves alienated and rootless due to the awareness of the 
selfhood. All these characters pursue a quest for identity. 
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 Some of her stories end with a dismal note, indication that gaining of 
identity as an individual is unthinkable. The wife in 'Maru Pratibimb Nathi' 
suffers the eternal damnation of uprootedness, of not-belonging. The quest in 
this case remains unfulfilled, which results in the fragmentation or even 
annihilation of the self. Her search for identity becomes frustrated because of 
factor beyond her control.  
 
 The process of forming a gender identity as has been fixed by the 
patriarchal society constitutes the theme of the story, 'Good Morning Mrs. 
Desai'. The story projects the post modern dilemma of woman, Krishna who is 
aware of the changing of her identity and individuality. This dilemma results 
from the changing of her gender role-from a daughter to a wife, Sense of not-
belonging in a new surroundings and the loss of identity leave her in a state of 
confusion. Thus, fear of loss of identity is the keynote of both the stories, 
'Maru Pratibimb Nathi' and 'Good Morning Mrs. Desai' 
 
 The story, 'Koi Ajany Prdeshni Safare' projects a journey of self-
actualization of a daughter-in-law who has melted her identity adjusting with 
others. As realization dawns upon her, Sheela becomes aware that neither 
secluded life nor 'The wall of silence' will help her. She has to speak. She 
does so and new Sheela is born who has started her journey towards self 
actualization. The protagonists of 'Mukta Karagar' and 'Anuradha' are women 
struggling to find their own voice and continuously in search to define 
themselves. Their main concern is the urge to find oneself, to crated space for 
oneself, to grow on one's own. Avani and Anuradha of these stories achieve 
individual identity and female autonomy. They prefer to live a secluded life. 
Their quest leads to uncover that strength in human beings which makes 
living a pleasurable possibility. Anuradha, Avani and Sheela are on their 
course to gain their identity as individuals.  
 
 Varsha Adalja wants to say through these characters that the real 
solution to the problem is possible provided one has tenacity and willpower 
and has decided to derive necessary strength from one's tradition. They 
reveal themselves as turbulent images of modernity. They refuse to let 
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themselves to be eclipsed by any consideration, social, cultural or gender. 
Their progress is not definitely a march in certain cases, but a move 
nevertheless. 
 
 Thus, Sheela's, Anuradha's and Avani's lives represent the quest for 
identity and the fulfilment of it. Whereas Krishna and the wife in 'Maru 
Pratibimb Nathi' remain in perpetual crises as they fail to move ahead of their 
half-will to be themselves. The remark of G.S. Amur about the short stories of 
Shshi Deshpande can be applied to the short stories of Varsha Addalja too. 
He remarks, "Woman's struggle, in the context of contemporary Indian 
society, to find and preserve her identity as wife, mother and most important 
of all, as human being is Sashi Deshpande's major concern as a creative 
writer." (Amur in Deshpande: 10) Truly, Varsha Adalja is at her best when she 
works out her themes in terms of intimate human relationship, generally within 
the family. She probes far deeper into the 0recesses of human relationships, 
generally within the family. She probes far deeper into the recesses of human 
psyche and skilfully portrays the tension resulting from clashes of personal 
selves.  
 
 Against the Polygamous Nature of Husband 
 
 During recent decades a galaxy of women writers have started writing 
with the self imposed task of representing themselves in a style away from the 
stereotyping of women in fiction. This time they do not stand in the patriarchal 
circle of confinement. Instead they do come out of grotto and address the 
world from their vantage-point. Among Gujarati women writers the name of 
Varsha Adalja can be mentioned in this regard.  
 
 Varsha Adalja portrays a wide range of feminine characters form 
conventional to the rebellious. In other words the portrayal of woman in the 
shorter fiction by Varsha Adalja is characterized by contradictions there is a 
conventional image and there is a protesting voice. Since its commencement, 
along with the archetypal images, there are images of protesting woman also.   
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 One striking thing about her novels and short-stories is the recurrence 
of certain themes, i.e. the resentment of the protagonists against the 
polygamous nature of their husbands. These stories take us to the strife 
ridden world of marital discord and violation of moral code by the husband.  
 
 Marriage is a sacred institution and is treated so in Indian Society. 
Matrimony is often regarded in India as the summum bonum of a woman's 
life. But these stories present that marriage is no longer a sacrament; it is a 
convenient arrangement always to the disadvantage of woman. Women in 
these stories attach much importance and seriousness to and fidelity in 
marriage. They cannot endure the violation of the sacred institution of 
marriage by their husband. All the male characters in these stories have 
entered into an illicit relationship. Wives in these stories react against the 
traditional image of woman and present the image of New Woman. The 
structure of these stories can be observed in four phases, i.e., fight from 
reality; frustration, determination; and ultimately an attempt to break the 
traditional role.  
 
 The protagonist of the story 'Sambandh Athava Biju Kashun Nahi' 
emerges as a protesting woman when she takes a bold decision to leave her 
husband who has transgressed the marriage bounds.  A woman with self-
respect as she is Pushpaben cannot tolerate infidelity of her husband. She is 
not ready to compromise and can never accept her secondary position in the 
home. Marriage proves to be false to her. Within a couple of months of her 
marriage, her husband brings another woman. Not only this, he even marries 
with her before Pushpaben. At that time, she finds herself so miserable as if 
she has been robbed of everything. She feels that she has been thrown out 
like a useless thing/rubbish.  
 Ane achanak ekvar nakama durgandh marta 
kacharani jem e kanthe fenkai gai hati. Jyare bhan 
aavyun ane ene aajubaju joyun tyare enu                      
g 
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 And she decides to disown her husband and leave home. Everyone 
tries to persuade her not to go away but she is determined to cut off every 
relation with her husband. She decides to seek divorce and even does not ask 
for maintenance. Divorce, separation or annulment of marriage under law 
offers a possibility of freedom from endless suffering in unhappy marriage. 
Divorce is a process of giving legal recognition to the breaking up of a 
relationship already shattered by irreconcilable disparity in the character of 
two persons or by broken faith, and bitter tensions. (Suneel: 159) At the age 
of 20 or so, she with one year old son leaves to lead her life full of respect. 
 
   
 
 
 
 
 
 
 
 In spite of the uncertainty and insecurity, she does not want to be 
supported by anyone. Unlike conventional woman, she does not try to close 
her eyes against the infidelity of her husband. Even though she is illiterate, 
has no one to support her, Pushpaben does not ask anyone for help and 
brings up her child respectfully. She manages to get a job as a supervisor in a 
sarvasva e vegvant pravahma tanai chukiyun 
hatun. Eno sansar, eni swatantrata, eno prem 
saghadu ja. (82) 
 
[And suddenly she has been thrown away like 
useless stinking rubbish. When she becomes 
conscious of the surroundings, she comes to know 
that she has lost her everything, her world, 
freedom, love - everything has been dragged into 
that vigorous/powerful flow. (82)] 
Bhale sarvasva khoyun pan kimti mudi bachi hati-
Rajat. Ene swamanbher uchherish. Manas 
banavish.(83) 
 
[Though she has lost everything she has saved a 
valuable thing, i.e.Rajat. I will rear him up with 
perfect self respect. I'll make him a human being. 
(83)] 
 
 231
shop and learns to stand on her own feet. Thus, it can be said that a radical 
trend towards doing away with social evils and social conventions that offend 
against the dignity of women can be seen in the short stories of Varsha 
Adalja.  
 
 Charu in the story 'Mari Nini' strongly opposes her husband's extra-
marital relationship. The husband in the short is ready to give divorce but 
demands the right over his daughter. Charu is not a woman who submits or 
surrenders. She fights a case for the possession of her child and gets 
success. She is not those women who give up but is an insurgent woman who 
reacts against injustice done to her. She proves that she has the right over 
her child more than her husband.  
 
 Though marriage makes women dependent upon their husbands, they 
get themselves disentangled from the emotional dependence and attachment 
when they realize the justice done to them. They do not want to be mere 
appendages to men. Varsha Adalja presents new role models through her this 
creation.  
 
 Violation of marriage code by husband was not tolerated by 
Chandraben in 'Be Strio' who cuts off all the relations with him. Years ago she 
took a bold step to disown her husband. She did not compromise with the 
situation. She was shocked to learn within a year of her marriage that her 
husband had immoral relations. To add into her misery she came to know that 
her husband had already married another woman. She was totally shattered 
but gathered courage to face the situation boldly and left home and husband 
taking her child with her. Varsha Adalja has beautifully identified the turmoil in 
the mind of the heroine in the following way:  
 
 
Pati namnu prani, shun sukh pamya hata ene 
parnine ? Lagnana varsh divasma ja pati namna 
pranina aniyala shingda emane vagva lagya 
hata..... Gulshan sathe patine juni dosti hati. Em to 
emni thodi durni ek masiyay bahen sathe pan.... 
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 When Chandraben decides to leave, it is a symbolic act of self 
assertion, a declaration of independence, and a bold affirmation of her identity 
as an individual. Chandraben got job as a bank officer and brought up her 
child with respect. She had bravely faced bitter situation in life and had walked 
alone on the path decided by her. 
 
 The story takes a dramatic turn when she is put into the same situation 
which she had faced years ago. Her young son, Anil too proves to be 
unfaithful to Sumati with whom he wishes to marry. For the sake of getting 
promotion and status, Anil, without the knowledge of his mother and Sumati, 
marries the daughter of a rich person forgetting his vows of love. Besides he 
wants to marry Sumati too! This situation is unbearable for Chandraben who 
asks her son, 
 
  
 This remark by Chandraben leaves Anil dumb. She even let Sumati 
know the whole matter. Having known the infidelity of Anil, Sumati at first 
breaks down but soon she too chooses the same path which Chandraben had 
patini bhautik samruddhi and Anilno janma pan 
zahernu maran na bani sakya. (70) 
 
[A creature called husband. What happiness she 
gained after getting married with him? Within a 
year of the marriage the piercing horns of the 
animal called husband started pricking her.... Her 
husband has an old friendship with Gulshan ... 
Even with his cousin sister from a distant 
relation..... Husband's material prosperity and 
even the birth of Anil could not put an end to 
malignant venom (70)] 
....Hun vichar karun chhu ke tara aa banglama hun  
ane Sumati rahisun to tari patni kyan raheshe?(76) 
 
[.....I am thinking if I and Sumati stay in your 
bungalow, where will your wife stay? (76)] 
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selected years ago. Both these women do not allow infidelity by men and both 
of them take the same decision, i.e. not to lead a secondary position as a 
wife. Thorough this story Varsha Adalja wants to highlight that the rejection 
and the negation of the self the woman receives makes her a changed person 
with a rebellious attitude towards traditional role as a wife. 
 
 Purvi in the story 'Dariyama Nav' too walks out of her home with her 
daughter leaving her husband against whom she turns to be defiant. She 
breaks the marriage vows which prove to be hindering her self-respect. She 
cannot endure the violation of the sacred institution of marriage by her 
husband who has entered into an illicit relationship. Separation is preferable 
to her than compromising. Purvi shows great resentment towards her 
husband in the following way.  
 
  
 Purvi attaches much importance and seriousness to and fidelity in 
marriage. And that is why she does not forgive her husband who has realised 
his mistake. She comes out of her emotional upheaval, and decides to lead a 
meaningful life without her husband. This story thus depicts effectively a 
distributed but a brave feminine psyche in the new ethos. She does not try to 
compromise with the existing reality and ultimately rebels against the 
traditions which prove to be suffocating. This is largely due to the fact that she 
is passing through a transitional era.  
 
 The mother in the 'Bavalnu Phul' story revels to her daughter how she 
had been treated brutally by her husband because she had opposed his illicit 
relationship with a kept woman. When things became worst for her to tolerate, 
she left home with her children. While crossing the threshold, she was very 
E ratre bathroom bandh kari Purvi nahatij rahi. 
Jane sharirmanthi ghasi ghashine kadhti hoy, ena 
saparshne, eni gandhne ena viryane.(18) 
 
[That night Purvi kept on having bath as if rubbing 
from her his touch, smell,  his semen (18)] 
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well aware of the fact that it would be difficult to bring up her children and 
would have to face many hardships, even-though she did not for a single 
moment become weak or thought to compromise.  
 
 This step of leaving home and husband has started threatening the age 
old institution of marriage, which is based on fidelity and mutual love. Though 
some people could doubt the acceptance of the new heroine of Varsha Adalja 
in the society but the fact cannot be ignored.  
 
 The only story which depicts a conventional woman who silently 
accepts/suffers her husband's extra marital relationship is 'Be ne Panch 
Minute'.  It presents the realization and repentance of the husband who has 
proved to be an unfaithful husband. He realises his fault after the death of 
Ketki, his wife who has been murdered by a stranger. He feels guilty thinking 
himself responsible for the death of his wife.  
 
 Ketki suffered injustice and infidelity of her husband without showing a 
single trace of resentment. But her unspoken resentment is seen in her not 
using her husband's any gift. She did not even share with her husband the 
happiness that she is going to become a mother.  
 
 
 
 
 
  
 
She is not willing to communicate and share her life with him. She nurses 
resentment towards her husband for having transgressed the marriage vows. 
 
 The protagonist of the story, 'Mangalsutra' Nina is a strong woman with 
awareness of self, who protests boldly her husband's extra-marital 
relationship. The story portrays the emergence of new woman through the 
character of Nina who turns defiant when her dignity and position as a wife 
E balak Ketkinu hatun. Ane e anandma e patine 
sahbhagi banavava mangti na hati. (86)  
 
[That was Ketki's child. She did not want to share 
this happiness with her husband (86)] 
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suffers damage. Having gone out of the bedroom, Neena feels that 'he has 
walked out on her life.' (86) Everything seems 'to be reduced to ashes, her 
dreams.... trust...(87) Sense of alienation pervades her mind as she finds 
herself a stranger in a strange place which is not her home.  
 
 After struggling some time with her mind, Nina quickly comes to herself 
and gets ready to confront the crisis with courage.  
 
  
 These are the words of a determined woman. Nina very calmly tells her 
decision that she is leaving him and home. Though she does not show her 
resentment aggressively, Nina in her thoughts gives way to her anger 
violently.  
 
   
  
 
 
 
  
 
 
 
Tari sathe ladi shakun chhu, chhatifat aakrand kari 
tari page padi manavavani koshish kari shaku 
chhu pan hun evu kashu karvani nathi. Je sansar 
maro nathi ene chhodta mane kasho hichkichat 
nathi. (89)  
 
[I can quarrel with you, can even try to persuade 
you by weeping bitterly and by appealing you. But 
I am not going to do all these things. I do not 
hesitate to leave that world which is not mine. 
(89)] 
Ninane khub jor jorthi ladvani, vitela varshono 
kshnakshnano hisab mangvanu mann thai aavyu. 
Tebal par padeli garam chani kitali ena matha par 
redi devani ganditur ichchha thai aavi. (90) 
 
[Nina feels like crying loudly, to ask for the 
account of the past years, to pour down the hot 
tea from the kettle on him like an utterly mad 
person. (90)] 
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But Nina becomes quiet because she had already prepared herself for 
this moment. "She is not going to be shattered, neither would cry. Why to 
repent over the loss of a thing which is not her own?" (90)When Ishan, her 
husband tries to cajole her, she says, "There is no synonymous for / of love. 
You do not know this truth and that is why we could not understand each 
other. I would like to live alone than to live with a stranger"(90)  
 
 Nina gets a new idea, new meaning of life. Through crisis she learns to 
be self-reliant person who 'will live for her own happiness' (91) She takes out 
her 'Manglasutra' which 'cannot protect her neither could it be her shield.' (91) 
She becomes aware that 'a woman is emerging out of a housewife whose 
name is Nina. Only Nina. No word before or after it'. (91) 
 
 Nina gets admission in a working women's hostel and does not wish to 
take the support of anyone as she has realised that 'one has to search alone 
for one's own self. (92) And this new woman now wants to go ahead in life to 
find out her real self. 
 
 The end of the story is ironic when she is told by her room-partner to 
wear 'Mangalsutra' to protect herself from 'the animals in this jungle called 
society'. Jyoti, the room-partner is aware of the bitter fact that even in modern 
Indian society; woman is not safe, especially when she lives alone. And that is 
why even though she is a widow, Jyoti puts 'bindi' on her forehead and wears 
'Mangalsutra', she bitterly says, "I beat these bastards with their own 
weapon." This is a bitter commentary on marriage and married life which have 
lost their original sanctity and compatibility and are reduced to the level of a 
facade or sham. Even the paraphernalia associated with them has become 
meaningless. She, who had often wished to have her 'Mangalsutra' made of 
gold, finally realizes the futility of the endeavour.  
 
 Towards the end it can be said that these stories are a departure from 
her earlier stories in the sense that they bring out the image of new Indian 
woman. These stories depict the sociological march of Indian women form the 
'Sita-Savitri' tradition to a state of transition besides emphasizing that 
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women's liberation is at last becoming a part of national progressive 
consciousness. The new woman as depicted in these stories is determined to 
live with self-respect. Her virtue is courage and willingness to risk the 
unknown. Thus, Varsha Adalja projects a new angle at the concept of virtue. 
Most of them even do without men.  
 
 Another common factor to observe in the stories is that the woman, 
whether dependent or independent, seems to be complete in her. She does 
not need anyone to support her, whether it be her father, brother or husband, 
neither they fight conflict in her mind whether to submit to the tradition; she 
takes the decision to live her life of her own as soon as her husband proves 
unfaithful. Theses heroines walk out of marriage or refuse to re-enter it. They 
know that the way of the world leads to domestic bliss in the traditional sense 
of the term, but they would take the road less travelled by. Despite the agony 
it causes and the difficulties she has to steer through, there could be no 
turning back.  
  
 Moreover, these stories do not end up glorifying the stereotypical 
virtues of Indian woman, like patience, devotion and abject acceptance of 
whatever is meted out to her. These are totally different stories in the sense 
that they explode the myth of man's unquestionable superiority and the myth 
of woman being a martyr and paragon of all virtues. They are based on the 
problems faced by woman who goes against the polygamous nature of her 
husband. 
 
 The reason why women in these stories seem to be irrelevant is that 
they emerge from a male-dominated society. Society is in a transition now 
where gender roles are being redefined. Kate Millett terms our age as one of 
"sexual revolution", wherein women "might come to play a leadership part .... 
quite unknown before in history". It is an age where sexual stereotypes are no 
more relevant, where "freedom from rank or perspective role, sexual or 
otherwise" is increasingly evident. (Millett: 363) The change is less evident, 
however, in ancient and tradition-bound cultures like the Indian, where the 
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male domination persists. But then the fact cannot be denied that woman 
today, is passing through a transitional era. 
 
 Voice Against the Domestic Violence  
 
 The projection of the social situation and the reflection of social 
consciousness have always been the primary motivation of the fiction. 
Literature reveals principally three sets of relationships - human beings in 
relation to the universe, individual in relation to society, and man in relation to 
woman.(Suneel in Dass: 219) 
 
 In other words, the fiction may be considered a document of social 
criticism. Varsha Adalja has risen to the occasion and adequately reflects the 
various human relationships, including the image of woman and man-woman 
relationship. 
 
 Social science affirms that a woman's place in society marks the level 
of civilization. Every civilized society accepting the importance of equality of 
sexes has, therefore, made affirmative provisions against gender 
discrimination. But in spite of enactment of these provisions, equality between 
men and women continues to be an eluded goal. The reason for such a wide 
gap between the idea and the practical is not only due to historical reasons 
but mainly because of attitude of inferiority and bondage towards women. 
Women are thus deprived of basic freedom and thereby exposed to easy 
exploitation. 
 
 In India, both men and women writers have seen women in different 
relationships. Both intellectuals and sociologists regard Indian society as a 
traditionally male-dominated or where individual rights are subordinated to 
group or social role expectations. Woman has often been a victim of male 
oppression and treated like a beast of burden. Woman has always been an 
object of gross and severe violence at the hands of man. The biological 
weakness of a woman makes her an easy prey particularly to physical 
 239
domination. She is often a victim of physical violence not only outside her 
home but also in her home.  
 
 Some of the short-stories of Varsha Adalja have been selected for the 
purpose to study the pain and agony, suffering and misery of some of the 
women characters who are victims of some form of violence or deprivation. In 
these stories women undergo inhuman treatment at the hands of their 
husbands. Some of them can resist while some of them cannot resist any 
physical violence. Those who cannot resist show a vindictive rage against this 
callous treatment.  
 
 Varsha Adalja's story, 'Sheero' deserves the first mention as it shows 
the terrible force of repressed hostility which seeps into the psyche and 
corrodes the personality. The story opens with the birth of a fourth girl-child. 
The mother dies giving birth to this new born baby. The story narrates the 
pathetic life of this unfortunate girl who passes through many hardships in her 
life. The step mother is very wicked and the father dishomes all the four 
daughters leaving them at their fate.  
 
 Kusum, with her three sisters, grows up in a very miserable situation, 
starving always for the food; especially the sweet smell of Sheero coming 
from the step-mother's house tantalizes her. Thus her childhood passes in 
poverty and scarcity. Misfortune follows her even after she gets married. 
Kusum hopes that her marriage would close the painful chapter of her 
childhood days. She does not know that she has moved from one prison to 
another, a worse one; she is in no better position as a wife. Marriage proves 
to be 'life imprisonment' (176) for her. Her brutal and lustful husband treats 
her as an object to satisfy his physical hunger. She is subjected to forced 
sexual activity by her husband. 
 
 
 
 
 
E chare taraf najar karti, ahi potanu shun hatu ?  
...... aa saghda saman no dhani aavto ane e 
petmana garbh ni jem kochalu bani jati. Be-char  
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A husband forcefully imposing himself on his wife is, however, never 
publicised at least among the Indians where the Puranas dictate that it is a 
wife's duty to please her husband in bed. (Reddy: 97) The invasion of one's 
body, even though sanctified by marriage, can be as traumatic as rape.  
 
 Her husband's violent accuses and callous sexual aggressions are so 
inhuman that Kusum turns defiant and wrecks vengeance on her lustful wild 
husband. The pent up anger of Kusum finds expression through violence of 
the worst kind. In a fit of aggression, she smashes his head violently with a 
stone as if giving way to 'her pent up strength in her dead like arms'.(177) 
 
 Adalja gives a moving account of the plight of raped women whose 
bodies are violated by their legally wedded husbands but who would never 
dare reveal this to anyone. They would rather stifle their voice of protest for 
the sake of social and moral security. In the stories, 'Lambi Dhimi Tapti Bapor' 
and 'Ek Jat Astrini', Adalja uses the personal tragedy of the protagonists to 
focus attention on the victims like Vandana and Laxmi – victims of man's lust 
and woman's helplessness. Adalja makes a bold attempt, through these 
stories, to portray the agony of a wife who is the victim of marital rape – a 
theme which perhaps has not been touched upon by any other Gujarati writer.  
 
loogada ane khavanu. Enu bhadu bharti hoy em 
dhani sharir choonthe tyare padya rahevanu 
chupchap. Rojeroj. Ugyo ke aathamyo, masik hoi 
ke koridhakor.(173/174) 
 
 [She looks around. What is that hear which is 
hers?...The master of all these things comes and 
she crouches like a foetus in a womb. A couple of 
clothes and food – as if to pay the rent of this she 
has to lie down silently when the husband wants 
her body. Everyday whether she is in menstruation 
or otherwise. (173/174)] 
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 Vandana in 'Lambi Dhimi Tapti Bapor' is married to a man who works 
on daily wages. She is not even allowed to complete her study. Her mother-in-
law is very harsh. She passes the whole day dragging the household chores 
like cattle and at night – 
 
  
 
 
 
 
 
 
 
 
 
 She endures not only the physical torture but also the sexual 
exploitation at the hands of her husband. She, perhaps, symbolises the plight 
of countless women who face the same situation but are unable to voice their 
suffering.  
  
 Sexual aggression which ultimately destroys most of the women 
constitutes the theme of yet another story, 'Ek Jat Astrini'. Sex as punishment 
is, perhaps, how it is viewed by such brides who do not raise banner of revolt 
but continue to suffer. Laxmi in this story is ill-treated by her husband who 
suspects her to be a characterless woman having an illicit relationship. She is 
another typical example of the oppressed woman who is battered about by 
her good for nothing husband. Laxmi, too, becomes the victim of marital rape.  
 
 These women characters are like terrified and trapped animals who 
continue to suffer and help to perpetuate such oppression. The tragedy is that 
they do not know how to come out of the trap. They are the victim of 
unkindest act of all. These stories focus attention on the plight of those victims 
of marriage who are sometimes forced to undergo inhuman sexual treatment, 
bound as they are by the shackles of marriage. These stories record the 
Divasbhar e kamna dhasarda karti ane ratre 
Shantilalna sharirni bhadbhadti bhukh tene kachij 
khai jay. Eni ichchha  thataj sharir na dhari  de to e 
dhibi pan nakhto (134) 
 
She used to drag the work the whole day and at 
night she was crushed under the psychical hunger 
of Shantilal.  He used to beat her if she refused to 
offer her body to satisfy his desire. (134)] 
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horror heat married women whose inhuman and lustful husbands violate her 
body exercising his conjugal rights. Through the characters of Kusum, 
Vandana and and Laxmi, Adalja hits at the sexual aggression of men 
tolerated silently by women. To quote Tara Ali Baig here, 
 
  
 
 
 
Thus, Adalja encroaches upon the almost entirely untouched subject of 
marital rape - hitherto considered a taboo subject by other writers.  
 
 Women characters in these stories fall victims of domestic violence. 
They are oppressed by their husband. They suffer mental as well as physical 
violence at the hands of male chauvinists. Husbands in these stories stand as 
oppressors who inflict all kinds of cruelty on the women. The husband-wife 
relationship in these stories is that of a domineering and dominated. On the 
other way, women are tormented and tortured sometimes so bitterly that they 
fear the death. Such beastly and inhuman treatment leads them to fight back. 
When they find that their husbands have crossed all the limits of humanity, 
they break silence. 
  
 Varsha Adalja, in these stories, depicts the strength of 'weaker sex' 
who emerges as a bold woman when the conduct of her husband becomes 
unbearable. Towards the end of these stories, one finds them liberating the 
patriarchal walls which tried to crush them, thus showing feminine qualities 
taking feminist stance. 
 
 The wife in the story, 'Madadgar' is beaten up by her good-for nothing 
husband. She is imprisoned by and treated like a cattle. In response to such 
savage treatment, she responds violently. To save her life she had to adopt 
such aggressive way.  
 
Arch traditionalists that women are,  it is they who 
have successfully and brutally established man's 
ascendancy over woman is society. (Baig: 83)  
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 Sushma's mother reveals to her daughter, Sushma how cruelly she 
had been treated by her husband. She tells her daughter that her father had 
an extra-marital relationship. He had been of dominating nature; she was 
beaten up and battered by him who used to beat her with horsewhip on her 
chest. She could no more tolerate exploitation and left home with children.  
  
 In modern age, many social changes are taking place but the role and 
status of woman have continued to remain the same. For centuries, in India 
woman has been an object of domestic violence. Sushma's mother in 
'Bavalnu Phool', Smita in 'Ek Jat Astrini', Sita in 'Madadgar', and 
Rukshmaniben in 'Ganthe Bandhu Akash' survive all the physical and mental 
torture inflicted by her husband. They also suffer the verbal abuse by their 
husband which is nothing but a kind of domestic violence. 
   
 These women suffer terrible, mentally as well as physically. The 
savagery of their husbands reaches to such an extent that no other way is left 
to them except to oppose. Different women respond differently in different 
situation. Some of them break the marriage vows and walks out of home with 
her children leaving her husband behind while two of them respond 
aggressively to the situation. And one of them never contemplates rebelling 
against her husband's boundless cruelty. She meekly accepts her lot and 
does not even dream of leaving her husband notwithstanding the fact that 
financially she can fend for herself.  
 
 Violent Response Against the Inhuman Treatment 
 
 It is believed that aggression and violence are undeniably male while 
obedience and vulnerability are traditionally female. But of late, women writers 
are not only exploring the issues of female anatomy and female susceptibility 
but are also showing how in the face of male violence women do react by 
committing it against others. However they give vent to aggression only after 
enduring all kinds of sufferings and as a last option. They emerge as 
protesting women.  
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 Varsha Adalja has portrayed such women who are showing their rage 
against injustice, violence and mental and physical exploitation done by the 
male world. The stories which present such insurgent female protagonists are: 
'Sheero', 'Madadgar' and 'Mukta Karagar'. In these stories gruesome murders 
take place at the hands of women. They show a vindictive temper against the 
wrong received in the past. The protagonists of these stories respond violently 
against existing ills. The psychodynamics of their situation and response to 
that situation should be considered.  
 
 Varsha Adalja's short story 'Sheero' deserves first mention as it shows 
the terrible force of repressed hostility which seeps into the psyche and 
corrodes the personality. It relates the tragic story of Kusum who exploited 
physically at the merciless hands of male chauvinists suffers a pathetic 
existence and wreaks vengeance on her lustful wild husband. The pent up 
anger of Kusum finds expression through violence of the worst kind. She 
smashes his head with a stone. Kusum is not a feminist as her rage is not 
born out of any understanding of her 'female self'.  
 
 Like Kusum in 'Sheero', Sita in 'Madadgar' is tormented brutally by her 
husband. The story portrays the misery of one such woman Sita who is 
battered and beaten up by her drunkard husband, Vijay. Not only is this but 
her husband is involved in some illegal activities. Sita's life becomes 
unbearable when her husband crosses all the limits of morality. Sita turns 
defiant and tries to oppose his evil ways like gambling and stealing. 
 
   
  
 
 
 
 
 
 
"....Bolo aatla badha rupia.....na. Nahi chup  
rahu...daru  pivo... pan chori.... oh prabhu....mane 
mari nakh..."(28) 
 
 [...Speak. So much money!...No. I will not keep 
quiet... Drinking. O.K...but   stealing... Oh God...kill 
me...(28)] 
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But she fails to prevent his illegal practices. In return, she is badly 
oppressed by her husband, a wretch. She is constantly subjected to rude and 
offensive remarks and abusive language. She becomes the victim of her 
husband's boundless cruelty. Once he becomes so brutal that she has to 
implore for her life.  
 
 
 
 
 
 
 When Sita knows that her appeal falls flat on him and that he would not 
let her live, she fears death. And she is in an act of self-defence, kills her 
husband. The situation compelled her to act aggressively. She turns defiant 
only after enduring all kinds of hardships and as a last resort.  
 
 In the story "Mukta Karagar" two dreadful murders take place at the 
hands of two different women characters. Avani, the protagonist of the story, 
kills the friend of her husband who tried to seduce her. She is driven to such a 
violent response because she was sexually harassed by him, taking the 
advantage of her being alone. It is an act in self-protection. The situation 
compelled her to act aggressively.  
 
 In the prison, Avani meets a woman who has been arrested for 
murdering her husband. She tells Avani that tyrannical treatment and 
unbearable outrageous conduct of her husband led her to respond violently. 
 
  
  
 
 
 
 
Na na, mane chhodi dyo, java dyo, me tamaru 
shun bagadyun chhe.(30) 
 
[Please let me go, leave me. Have I done anything 
wrong to you?(30)] 
Hame bhi khoon kiya, dhani ka.Sara din salla daru 
pita tha. Humko pitata tha. Are, bai ke kotheme bhi 
ghoosta tha.... ek dam kharab aadmi tha.Salla 
halcut .... Vo humko roj marta tha. (47) 
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In fact, the heroines of the above mentioned stories are not "mad" or 
that they do not show feminist anger and rebellion. Behind their violent 
responses, they have other compulsion which should be considered. Like they 
have been tortured, oppressed and treated like cattle by their husbands. They 
are mentally and physically exploited. Such similar factors aggravate these 
'helpless weaker sex' to express their rage aggressively. In these stories man 
stands as a party to the agency of oppression. The protagonists in these 
stories take their revenge on the society at large and in each case one man 
becomes victim as a representative of the society and has to pay for its evils. 
In other words, this feminine act is a kind of spiteful wrath against the injuries 
received in the past. 
 
 Thus the murder scenes in these stories are powerfully constructed to 
illustrate the strong reaction of women to the existing social order that treat 
them brutally. When psychical and psychological violence by men hurt the 
'self' of the women, they are driven to take revenge. In fact accumulated 
injuries and infidelity give vent to violence.  
 
 
 
 
 
 
 
 
  
 
Violence and aggression in women's writing 
reveals the variety of subtle forms of violence 
against women and their reaction to it. It also 
suggests options for dealing with that violence. 
Although it is not easy to unlearn the lessons of a 
culture and shake off the conditioning which 
requires women to be passive victims and men to 
be victimizers, it still can be done. Women's 
silence and passivity have at ong last been 
broken. (Bande in  Singh: 145) 
[I, too have killed my husband. He used to drink 
the whole day and used to go to the prostitutes... 
He was utterly wicked (bad) mean and 
abominable... He used to beat me everyday. (47) ] 
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The repressive forces are varied in their expression – patriarchal and 
paternalism; sexual politics in marital relationships; sexual stereo typing with 
its imposed code of female sexuality and an imposed code of female roles; 
the repression and marginalization of women effected through traditional 
institutions in society, and many more.  
 
Woman as Mother : 
 
 A woman as mother occupies a place of great honour and prestige in 
traditional Hindu society. It is motherhood more than womanhood that the 
Hindus glorify. (Rolland: 39) 
 
 The third aspect of the woman's role in the family of procreation is her 
role as a mother. In this capacity, she is the socialiser of the new generation. 
Her interest and involvement in child - rearing, her close identification and her 
contribution in developing the basic personality structure of the child, have 
made the mother the very preserver of the cultural traditions and builder of the 
new generation. It is she who links the new generation with the old values and 
norms and thereby provides the stability and the continuity to the social 
structure. Apart from these cultural roles, her role in the development of the 
emotional psychological aspect of the child has been also very significant. In 
modern times the educated mother's role is becoming differentiated as the 
demands of the new situations involve the inculcation of new values among 
children. Moreover, the working mothers have their own problems in caring 
their children. In the modern changed family situations, the role of the mother 
is also experiencing the stress and strains of manifold role demands of the 
women.  
 
 The recurrent relationship in Adalja's stories is that between a mother 
and a daughter. Mythologies and literatures down the ages have always 
glorified the mother figure. Much has also been written about a mother's 
selfless love for her children. However in case of Adalja, she rejects this 
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stereotype image of mother and refuses to use any mawkishly sentimental 
language to describe the mother-child relationship. The portrayal of the 
mother in Adalja's short stories and her relationship with her children 
especially with her daughter is shown in various lights. 
 
 In Adalja, mother is the protector. She scolds, she puts restrictions. 
They are protective towards their daughters and that is why they put 
restrictions on their movements, especially in their adolescent age. The 
daughters are subject to traditional restraints by their mothers. Mothers in the 
stories 'Monorama', 'Good Morning Mrs. Desai' and 'Vishchakra' appear as 
authority figures. It shows the internalisation of the patriarchal norms by 
woman. Ironically, a female can be made an agency for the effective 
promotion of a male point of view. These mothers are gender sensitive ones 
who think that their daughters will have to lead a sacrificing and submissive 
life so they should not be over pampered, flattered or fondled. In these stories, 
Mothers endocrine in their daughters to play the role of a discipline daughter, 
a meek and submissive wife and daughter-in-law and a sacrificing mother. 
Restrictions are forced upon their movements.  They are told to take interests 
in cooking, knitting and keeping the house tidy. Mothers try to teach them the 
works traditionally assigned to women. Thus, mothers bring up her daughters 
within periphery. 
 
 Mnorama, Krishna, Rani and Sheela are brought up under the strict 
control of their mothers with the view that she has to be given to a new 
master, her husband, who should find her acceptable, meeting his 
expectations. These daughters belong to traditional Hindu family where 
mothers prohibit their daughters to move freely outside their homes. It is 
considered as undesirable for the unmarried girls to mix up with others or to 
move in social circle. They are allowed to participate in some social or 
religious functions in their relatives homes. (‘Good Morning Mrs. Desai')This 
shows that many mothers still check and resist the freedom and movement of 
girls because of fear of social censure and the feeling that the place of the girl 
is still in the four-walls of the home. She is not treated equally with sons, 
however educated she may be. ('Anuradha') 
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 The mothers in the above cases not only stick to the tradition that a girl 
should be trained for marriage and motherhood but also think that the college 
education for the girl is pernicious. They are of the view that daughters should 
immediately be married off before or as soon as she completes her 
graduation. This situation often brings frustration and conflict among the 
aspiring female offspring. The mothers in these stories do not give much 
importance to their daughters' education. Besides generation gap, a gap in 
the mother-daughter relationship is also highlighted. ('Anuradha', ' Kundalama 
Pag'). 
 
 As it is, generally mothers who impose the same restrictions upon their 
daughters that were imposed upon them by their mothers (the previous 
generation). They do not realize the fact that the traditional middle-class idea 
that a woman's only career should be her family is now rejected by the up-
coming girls (Ritu, Anuradha, Ratna, Nandita and Lata) who are very much 
influenced by factors such as the spread of woman's education and western 
influence. Though most of the mothers give preference to marriage of their 
daughters, the wish to be economically independent, to have an individual 
identity in the society is more pronounced among the majority of girls than 
was found earlier. This becomes the reasons why the daughters insist on 
continuing their studies even when their mothers disapprove of this. (Lata, 
Anuradha, Nandita and Manorama). 
 
 However, the higher education, the employment, new concept of child-
rearing, and the increasing independence of women all are influencing the 
socialising role of the women as a mother. In modern times, moulding the 
future of children, for preparing them for better economic opportunity, for 
raising the socio-economic standard of the family and for socialising the 
younger generation, education has been considered as an important goal of 
parental care and family concern. Moreover, of late the education of women 
has also gained momentum and more and more mothers are aspiring for 
higher education of their daughters. 
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 The story 'Batmogro' presents one such working mother who wants her 
daughter to go to some bigger city to study further. The mother allows her 
daughter to be moulded as the time demands. The warm understanding 
creates a sense of affinity in the daughter's mind with her mother. Between 
mother and daughter exists a relationship which approaches that between 
elder sister and younger sister. The mother reveals to her daughter in a letter 
about her bitter experiences of the past and also about the wayward ways of 
her good for nothing husband. From this story it can be said that a new vista 
seems to have opened up in the Gujarati fiction by this sensitive portrayal of 
mother-daughter relationship. 
 
 This shows that the modern mother is neither drudge nor disciplinarian 
but warm, active and a companion to her children. The children are not as 
subordinate in the household as they were in times past. Their opinions are 
sought and given careful consideration. This approach of mothers is seen in 
seen in the stories 'Anuradha' and 'Ritu Namni Ek Chhokari' 
 
 One such genuine awareness of the mother and daughter relationship 
is found in yet another story, 'Bavalnu Phool'. The early part of the story 
shows the bitterness of a working daughter, Sushma towards her old mother. 
Father having been dead, brother and sisters having been married, Sushma is 
left alone to burden all the responsibilities of the home and the lifeless and 
dull old mother who hardly speaks and keeps herself busy with cooking and 
worshipping. Sushma curses her monotonous and passive life. But when she 
comes to know that her mother is suffering from some disease and has not 
told her anything about this, all the bitterness melts into sympathy towards her 
mother. There develops a mature understanding in Sushma towards her 
mother. On asking, the mother opens the pages of her past and miserable life. 
To her utter pain, Sushma come to know that her mother was treated brutally 
by her father who had extra-marital relationship with another woman. Sushma 
feels proud of her mother after knowing that her mother had left her father and 
the home and brought up her and her brother and sisters with self-respect.  
Sushma starts looking at her relationship with a new understanding. 
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 However, this traditional image of the loving, sacrificing, protecting 
mother is rejected by Varsha Adalja in some of her stories. Mothers in 
'Anuradha', ' Mari Nini' and  ' Vishchakra' do not seem to have any strong 
maternal feelings towards daughters. These stories reveal that the 
relationship between mother and daughter is far from being warm-hearted. 
These stories need to be discussed in detail. 
 
 The mother-daughter relationship in the story ‘Mari Nini' does not seem 
to be running smoothly. The daughter does not get proper love and care from 
her mother who keeps herself busy in attending different kinds of parties. The 
daughter, Nini is brought up under the hard hearted caretaker. As the family is 
quite wealthy, the parents provide her all sorts of luxurious things and toys but 
she does not need these things to play. She wants her mother and father to 
play with her. But her mother hardly remains at home. Like other children, Nini 
too longs to eat the food prepared by her mother. But she has never seen her 
mother preparing food in the kitchen. She is left alone at home with the 
caretaker. Even at night the mother does not sleep with Nini who is scared of 
darkness. 
 
 To add to her misery, there happens a big quarrel between her 
parents. Nini is too young to understand the reason behind their quarrel. Due 
to the extra-marital relationship of her husband, Nini's mother gets divorce. 
The parents get separated and Nini is sent to her aunt's place. Nini gets all 
parental love and care from her aunt (her father's sister) and her family. 
Meanwhile the parents fight a case for the possession of their child, Nini. 
Years after the mother wins the case and the young Nini with the knowledge 
of her past, present and future of her life gets ready to live with her mother.  
 
 The mother in the story 'Anuradha' is both conventional as well as 
unconventional. Unconventional is because she treats her daughter, 
Anuradha equally with her son. In fact she is pampered more than her 
brother. All her demands are fulfilled by her parents.  She is brought up under 
a very free and modern atmosphere where there are no strict rules for 
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daughters. Even she gives her consent to her daughter to marry the boy of 
her choice. 
 
 But the same unconventional attitude of the mother changes into a 
conventional one when the married daughter comes back after getting divorce 
from her husband. The mother becomes harsh in attitude towards her 
daughter. She stops being caring and affectionate mother and starts behaving 
as if she wants to get rid of her daughter by compelling her to remarry. The 
mother, like all conservative people, thinks more about their social prestige 
than about her suffering daughter.  
 
 At this time, the daughter has to take stand against the conservative 
attitude of her mother who wants her daughter to remarry. Anuradha strongly 
objects this forceful marriage and declares that she is leaving her home and 
will stay in a working women's hostel. Anuradha even joins a job and 
becomes an independent woman.  
 
 The daughter in 'Vishchakra', Rani suffers due to the incompatible 
temperament between her parents. In order to follow the modern life-style, the 
mother unconsciously forgets to pour motherly affection over her daughter. 
Here the daughter is seen more attached to her father who takes care of her 
smallest desire, who is a more a friend to her. But the incompatibility of her 
parents leads them towards separation. Rani lives with her mother but is not 
happy because the separation from her father is unbearable for her. She 
constantly craves for her father's company. Here comes the change in the 
attitude of the mother who has realized her mistake. Mother's love is 
awakened in her to teach her that her child needs the love and care of both 
the parents and that she has no right to snatch away the father's love from her 
daughter. With this realisation, she finds a new light in her relationship with 
her daughter. She decides to give the entire mother's love to her daughter and 
to ask for forgiveness from her husband. Now she is able to view this 
relationship differently. 
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 From the above discussion it can be summarised that Adalja spares no 
effort to present the picture of life without conforming stereotypes. This is all 
the more obvious in her portrayal of motherhood, which she seldom glorifies. 
These mothers do not conform to the white-clad, sacrificing, sobbing mothers 
of the movies. One of them is stern and dictatorial and partial to her sons. 
('Anuradha') The sense of rejection by the mothers fills the mind of the 
adolescents- with a feeling of hatred towards their mothers. ('Mari Nini' and 
'Vishchakra'). 
 
 In Adalja's stories, the implications of being a mother and having a 
mother are quite different. As a mother, the woman is expected to make all 
types of sacrifices for others. She is the proverbial milch cow but Adalja 
deliberately alters the perspective to reveal implicitly that despite the limiting 
circumstances the mother can make a successful attempt to rise above 
serfdom. ('Ganthe Bandhu Akash')  The same suffering mother can turn into a 
cruel one and oppress other women when she becomes old. ('Ek Chapti 
Sukh') 
 
 The agony and suffering of a working middle-class mother is very well 
highlighted in the story 'Ek Chapti Sukh'. The mother, Vidya is a school 
teacher. She feels pain as a mother who is unable to give enough time to her 
son in the study. Vidya is crushed under the dual roles. 
  
 Vidya's mother-in-law is of so conservative attitude that she does not 
help Vidya in the household works as she considers it the duty and 
responsibility of a daughter-in law only. Moreover she is partial about her two 
sons. She gives more importance to and takes care of her younger son who is 
going to become a doctor, while the elder, Vidya's husband is a mere clerk in 
a company. 
 
 Vidya as a mother is worried about the study of her son. Like a 
concerned mother, she wishes to send her son to good a boarding school for 
proper rearing of his personality. For this, she decides to do B.Ed. which can 
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increase her pay scale. The mother works hard in the present so that she can 
plan to improve the future of her son. 
 
 Woman in the family as portrayed in the story 'Ganthe Bandhyu 
Aakash' is more a traditional image than a rebellious one though a growing 
sense of individuality is noticed in her towards the end of the story. 
 
 Rukshmaniben, the wife in the story, is throughout a picture of silent 
suffering and sacrifice. She possessed no individuality of her own. She had 
traditionally accepted the framework of the family and never showed a 
rebellious trend. She continued to be docile, self sacrificing, patient, loving 
and capable of suffering. She had been dominated and humiliated by her 
husband. He has absolutely no reservations about treating his wife as an 
equal and as a person. She was totally ignored by him. Rukhshmaniben had 
no courage to free herself from domestic subordination and exploitation. She 
silently suffered the neglect of her husband till he died. But even after her 
husband's death, her secondary position in house continues. Now her life is 
marginalized by her son and daughter-in-law who over shoulder her with 
domestic duties and responsibilities. Her life is restricted by them within four 
walls.  
 
 The story takes a dramatic turn as she crosses the threshold of her 
home and meets women with awareness of self. Journey towards the growing 
sense of individuality begins with her first step to encounter the outside world. 
When she moves into society, she becomes bold and more individualistic. 
She learns to assert herself and tries to free herself and to live an 
independent life. She boldly tells her son and daughter-in-law that she should 
have her separate bank account. 
 
 
 
 
 
 
....ne joje paisa ni vyavstha hase j hen! 
Dhandhama mara name jama thata ja hoy ne ! Inu 
vyaj ja gano to aatala varasma ketlu thay ? Hun to 
kahu chhu mara name benkma khatun kholi 
nakhie hen beta ! Mari rakam ema jama thay ne  
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Towards the end of the story, Rukshmaniben eventually meets up to 
her own expectations of an emancipated woman by the way she takes the 
decisions of her own. After some introspection, she decides to act according 
to her wish without taking into consideration the likes and dislikes of others. 
Rukshmaniben does achieve her freedom by doing what she believes is the 
right thing to do. She who had earlier been cowed down now gathers enough 
courage to stand by her decision. She recognizes her strength which she has 
never displayed earlier. The story ends on a note of hope with the protagonist 
asserting herself as an individual and putting an end to the marginalization of 
woman by the andocentric society.  
 
 This shows a change in her outlook and experience, a shift from 
acceptance of the age old idea of the self-effacing, over sacrificing mother to 
a new urge to live as a self respecting woman. It is the bold affirmation of the 
individuality. The end of the story explodes the myth of man's unquestionable 
superiority and the myth of mother being a martyr and a paragon of all virtues. 
It is a transformation from "the gentle cow's acquiescence to an individual of 
her own". (Anand: 284)  
 
 From the forgoing discussion, it came to notice that mothers in these 
stories are shown convincingly in relation to their daughters. Some mothers 
etale hun fodi lau. Tane ghadi ghadi pachi 
munzavavo nahi...(12) 
 
[And yes, there will certainly be some 
arrangement of money for me. In business some 
amount would have been certainly deposited on 
my name! How much interest will there be if we 
take in account all these years? I say, beta let us 
open my separate bank account! My amount will 
be deposited in it. So not to trouble you now and 
again (12)]  
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seem to be very traditional in their attitude towards their daughters' rearing. 
There is found strong discrepancy in the education of female as compared 
with male child, while some mothers are very liberal in this regard. Sometimes 
daughters' education is not pre-determined and it takes place depending upon 
individual, familial and economic circumstances. Moreover these stories show 
the operation of the forces of orthodoxy and conservatism in the lives of girls 
by their mothers. It will be appropriate to quote Tara Ali Baig here, 
 
 
 
 
 
Here, in some of the stories restriction operates on the daughters 
through the mothers' ideology. Fathers, however, in the above cases, do not 
seem to put any such restrictions. Through these examples Varsha Adalja 
conveys an important message that patriarchal mode of thinking is not 
confined to the male-female relationship but existing between females as well. 
 
 One more point is observed in some of the stories is that sometimes 
there is the lack of compatibility between mother and her daughter. It is 
evident that they do not share the same level of cordiality as they do with their 
fathers. Again a few of them even reject the age-old traditional values 
represented by their mothers, while few daughters are unconsciously 
marginalized by their mothers who believe that it is their task to prepare their  
daughters before marriage for her future role as daughter-in-law, for that is the 
position she will at first occupy in the family of her in-laws. However in some 
of the stories, daughters are on very much cordial term with their mothers. 
 
Working Women : 
 
 It is well known that the Indian society is today passing through a 
phase of transition. The changes that we witness in contemporary Indian 
society have been brought about by a gradual process of modernisation as a 
Arch traditionalists that women are it is they who 
have successfully and brutally established man's 
ascendancy over women in society. And it starts 
right from birth." (Baig: 83) 
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result of Indian contact with the west through the agency of the colonial British 
rule and partly through the development programmes launched in India in the 
post-independence era. Needless to say that alongside the in the various 
aspects of society and culture, changes have also come about in the position 
of women in India. Especially education has had a deep impact on their 
outlook, the value which they cherished under the influence of tradition are 
undergoing a radical transformation. In fact, a new concept of womanhood is 
gradually emerging in India which is at odds with the traditional concept to the 
hearth and home. 
 
 The aim of the present study is to find out the values which are shaping 
the outlook of women who have received the benefit of education and who 
have been exposed to modern influence in the urban setting. The modern 
type likewise will be described in terms of the prevailing conceptions of 
women's place in society whose main emphasis is on equality of men and 
women. They also express a desire to share social responsibilities with men. 
It therefore appears imperative to make an assessment of the impact the 
changing time has left on Indian society with special reference to the portrayal 
of woman in the short-stories of Varsha Adalja.  
 
 'Anuradha' is a story of an educated and self-dependent woman. She is 
a lecturer in psychology and has not married yet. She is a woman with the 
view that education should be the foremost criterion. It makes her disturb to 
learn that most of her students (girls) get married without completing their 
education. Marriage, not education, is considered all important in a girl's life. 
She is pained to see such traditional norms. According to Anuradha, a woman 
should continue her study, to develop her individuality. She is against that 
marriage which wipes out a girl's individuality (35). She believes that a woman 
should save a piece of life, over which no one has right but herself. (35) 
 
 Thus education has changed her outlook towards life. She has bought 
a home from her own income. She is working not for money but to develop 
her potentiality. (39) She gives preference to her career in life. She is not 
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ready to marry at the cost of her career. Thus Anuradha emerges as a 
modern woman with a new outlook. 
 
 Another such character is found in the story 'Koi Ajanya Pradeshni 
Safare'. Ratna is a lecturer in a college. She lives a life of her own choice and 
is unmarried. Modernity has stepped into her life style. She lives for herself, 
develops her individuality and fulfils her dreams. She wants to marry a boy of 
her own choice. Thus the traditional basis of marriage is seen changing. The 
educated woman of India today no longer believes in early as well as settled 
marriage. It shows the steady rise in the marriageable age of girls.  
 
 The image of modern woman is again seen in the character of Nandita 
in the story, 'Sat Varni Hodi'. She is an educated unmarried girl who stays 
alone to lead a life at her own will. She is economically independent woman 
who works as a visualiser in an ad company. She enjoys life at its best. She 
cherishes her hobbies. Her portrayal shows that she is no more confined to 
household duties but can stand at par with men in public life also. Thus, 
Nandita, as a modern woman, has developed as a 'perfectly independent 
thoughtful person'. Nandita boldly asserts  
 
  
 
 
 
 
 
 
 
 
 
 
 
 
Ekla rahevu, jindgino anubhav melavavo hato.  
ma-baap, bhaio jindgi gothvi aape em jivavu 
nohatu. Pappane ghare bhaio-bhabhioni phoj, 
nokar-aayaonu surakshachakra ane gadiona 
kaflathi bhagi chhutine sidhi ahiya.(33) 
 
[I wanted to live alone and thus to get the 
experience of life. I didn't want to live the life which 
is arranged and settled by my parents and brother. 
I have just run away from my father's house and 
the (protective) army of brother and sisters in law, 
protective circle of the servants and maid servants 
as well as from the host of cars. (33)] 
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 Thus she decides her own path with modern outlook. Education and 
the free atmosphere of the family prove to be helpful in the entire 
development of a woman as a person. This also brings change in the status 
and role of a woman. Ritu, in 'Ritu Namni Ek Chhokari', is brought up in such 
an unconventional atmosphere of the family. Her education is to give 
importance. This develops an independent modern personality within in her. 
She emerges as a modern woman when she declares her decision not to 
marry so early. Unlike conventional woman, she dreams of a world which 
breaks off the periphery bound for a woman. By marrying she does not want 
to marginalize herself within a framework arranged by the tradition. Her 
interests are different from that of a common woman. She wants to do 
something great in life - to fight like Zansi ki Rani in a battle, to climb the 
Mount Everest like Bachedripal, to invent, to research like a great scientist or 
to be a spaceman'. (57) 
 
 Thus in modern age people are accepting the importance of education 
for girls. She is even encouraged to study further as her higher education 
would make her an economically independent person. Shashi is thus 
encouraged to study further by her mother who is a primary teacher in a 
school in a small town. Her mother wants to send her to big city to peruse 
higher education because she understands the need of education. 
 
 
  
 
 
 
 
 
 
 
 
"Maru jivan to khabochiyama gayun. Nanu shaher, 
juni nokari, pan tare shun kam juna chile chalvu ? 
Navu Navu bhanvani, aagal vadhvani tak chhe 
tyan mota shaherma. Ne jo beta, tane jivanma 
sath aape tevo yuvan tyan malvani tak pan vadhu. 
Baki ..... tun.....maru jivan kyan nathi joti ?" (64/65) 
 
[My life has been past into a puddle. Small town, 
old service... but why should you walk on the old 
custom? You have enough opportunities to learn 
new things, to go ahead. And see dear, there lays  
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 The mother in the story wants to make her daughter an independent 
lady. As she herself is an educated and self-reliant woman, the mother 
provides her daughter the scope to develop herself as a self-assertive 
woman.  
 
 The portrayal of woman in these stories shows that Indian society, 
under the impact of modernization and some other factors has undergone a 
change. It is obvious that the trend towards modernity has begun. Needless to 
say that alongside the changes in the various aspects of society and culture, 
changes has also come about in the position of women in India. These stories 
also show that there is a growing shift in the outlook of women regards the 
traditional principle of subordination of sex. 
 
 Traditionally, education of women was not at all considered important. 
But these stories indicate that the trend is towards modernity and a dear 
departure from tradition. Regarding educating their daughter, the families in 
these stories are in favour of giving higher education to their daughters, to 
enable them to stand on their own feet at the time of emergency. These 
educated women no longer want to remain confined to household duties but 
are keen on entering public life. The majority of them are interested in taking 
up a career. They do not consider themselves inferior to men. 
 
 It has also been shown through these stories that the traditionalism in 
marriage is gradually disappearing. Instead of early marriages the age of 
marriage is going higher. The educated women of India today no longer 
believe in traditional marriage. These stories hint at a shift, though slow, 
towards modernity, in the women's attitudes towards marriage. The 
preference for the late marriages is gaining strength against the child 
marriages previously in vogue. (Kaur: 100) 
 
more possibility of getting a life partner who could 
accompany you in your life. And don't you see my 
life? (64-65)] 
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 The concept of early marriage is being rejected by the protagonists in 
these stories. They are of the view that education should be the foremost 
criterion. It clearly indicates that the modern women are abandoning their 
traditional outlook and accepting modern values. 
 
 The modern society has created a new urban ideology, in which 
women find a place of importance. The age-old customs, prejudices and 
barriers, discouraging the employment of women are slowly weakening. The 
writer wants to say that in the Indian middle class families the incentive to 
work outside homes has become an important consideration for women.  
  
 Higher education, economic independence, individualism and earning 
capacity have no doubt brightened her a lot and have thrown aside the dark 
veil of ignorance and traditional Indian women of the past. She is no more a 
parasite and an acute liability that had to be protected at every moment and 
had to be led at every step. Now she is becoming much more bold and 
confident and is always prepared to face any difficulty that comes across her 
life. Perhaps Varsha Adalja is trying to say that all these changes have helped 
women to change their attitude towards society. She has depicted the 
changes that are taking place in the pattern of Indian society due to the 
advancement of education.  
 
 Role Conflict  
 
 There is another phenomenon which can be observed in Indian society 
during recent decades. It is the working wife, especially in the middle classes. 
Education and economic conditions have changed the attitudes and created a 
need to work. The working wife has to face the problem of marital adjustment 
of quite different type. If the non-working wife faces boredom, the working wife 
lacks the time and energy to carry out her responsibilities at the place of her 
work and in the home. There are other emotional and psychological problems 
too. 
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 Varsha Adalja has paid attention to this recent phenomenon of the 
earning wife and her problem of adjustment or maladjustment in the family. 
She is experiencing a conflict of values. She does not feel confident of her 
ability to combine the two roles of woman, the woman in the family and the 
woman as a worker, without disturbing the harmony of family life. As more 
and more middle-class women try to get jobs, this becomes more and more 
serious. 
 
 As more and more middle-class women entered jobs, sociologists and 
writers are bound to reflect their problems. The middle-class working woman, 
a product of education and economic conditions, appears in the fiction after 
the forties. Such images of women who feel or do not feel satisfaction in their 
work and who feel role conflict have been fully portrayed by Varsha Adalja. 
She tells us about the motivations and reactions of women who work.  
 
 First of all working women faces the problem of role conflict as the 
family has its own demand from her and the place where she works has its 
own demand too. Such a conflict arises when she is unable to perform both 
the roles simultaneously. As a woman she has her traditional role to perform 
in home and as a working woman she has other responsibilities to perform 
outside home. Such a picture of woman is seen particularly in the middle-
class families where woman has to earn to help the family financially. She has 
dual roles to perform, in home and at the working place. They work, not out of 
choice but due to the economical condition of the family. They fail to cope up 
with the two roles due to physical and mental fatigue and lack of strength and 
time. Such a picture of woman facing the role conflict is portrayed by Varsha 
Adalja in some of her short stories. 
 
 Vidya in 'Ek Chapati Sukh', Pushpaben in 'Sambandh Athava ....' and 
Lata in 'Kundalaman pag' are the women protagonists who face the conflict of 
double roles. All the three characters belong to middle class family. Vidya is a 
school teacher, Lata works in a government service while Pushpaben is the 
supervisor in a shop for the items of home-industry. Though they work to help 
the family financially, they have to perform their traditional role as a daughter, 
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or a wife or as a mother. In an Indian middle-class family, a woman cannot 
make herself free from domestic chores as she cannot afford to keep maid 
servants. Moreover, though she helps the family economically, her 
occupations as well as her income are not given much importance. 
 
 Vidya, a daughter-in-law in a joint family, is a primary school teacher. 
As her husband is a common clerk in a company with negligible salary. She 
has to earn to make both the ends meet. The family of six is maintained by 
their small income. Both, the husband and wife work the whole day. Vidya has 
her traditional role too apart from her role as a working woman. As they 
cannot afford to keep servants for domestic chores, Vidya has to perform her 
duties at home. She is not even helped by her mother in-law in household 
work as she considers it the duty and responsibility of a daughter-in-law. Her 
work outside home is not given much importance. Vidya is thus crushed under 
the dual roles. She is not able to keep good health due to lack of nutritious 
food and also because of her strenuous work the whole day. She is not able 
to give time to her son in his study. Moreover she gets only few moments at 
night to be with her husband. Having dragged the work whole day, Vidya gets 
tired. It affects her health too. 
 
 In an Indian society, a woman's traditional role is to perform domestic 
duties and to bring up children. So even if she plays a role of a working 
woman beside her role as a house-wife, her family doesn't attach much 
importance towards that 'extra role'. Her occupation and income are taken as 
secondary by the family. Woman in such family suffers mental as well as 
physical fatigue. The portrayal of Vidya represents all those women who are 
crushed under the weight of double roles. This is the picture of all those 
women whose dreams, expectations, aspirations remained unexpressed.  Her 
individuality has limited scope rather no scope to express itself. They are 
helpless as they cannot unburden any one responsibility due to economic 
compulsion. 
 
 The central character of 'Sambandh Athava Biju Kashu Nahi ' is 
Pushpaben who has left her husband a long ago because he had betrayed 
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her by marrying another woman. Pushpaben is a woman with self-respect so 
she could not tolerate her husband's infidelity and her subordinate position as 
a wife in her own home. The story portrays, without inhibitions, the new 
woman who refuses to play a second fiddle to her husband. Her self-
determination is seen when she decides never to compromise with the 
situation. Even though she is illiterate, has no one to support her, she with her 
one year old son, breaks off the traditional bound to stand on her own feet. 
She manages to get a job as a supervisor in a shop for the items of home 
industry. Pushpaben faces many hardships to bring up her son. She performs 
both the roles simultaneously, as a mother who has her own responsibilities 
for her only child and as working woman too. She experiences the conflict of 
performing double roles. She sometimes feels overburdened with the dual 
responsibilities. The strenuous work at the working place as well as her duties 
as a mother affects her health too. 
 
 The story very artistically, presents the role-conflict of a woman who is 
self-dependent and determined. In our society we come across many such 
women who do not want to accept her husband's infidelity silently, rather they 
would like to live a life full of self-respect, no matter how much struggle they 
have to face. Pushpaben of the present story is one such example portrayed 
by Adaja. 
 
 Pushpaben's endeavour to stand on her own feet is brave but pathetic 
attempt of a spirited woman who is not going to be defeated by social 
conditioning. She succeeds in standing on her own feet and acquires an 
independent, more satisfying life of her own. Though hers is a conscious, 
hard-won achievement against odds, she feels the burden of the dual roles 
that she has to perform. Through this character, Varsha Adalja has portrayed 
an individual potential of an Indian woman. Thus, many of the women who 
work are supporting families i.e., children, sick husbands, aged parents or in-
laws and many are compelled to fend for themselves due to desertion, 
separation, divorce, etc. 
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 The same conflict of dual roles is faced by yet another protagonist, 
Lata in the story 'Kundalaman Pag'. She is the eldest of three sisters. The 
economic condition of the family compels her to work in a government office. 
Even though she has to help her mother in household work as her younger 
sisters seem very careless about it. The irony is that though the women of the 
stories under discussion earn, they do not seem to enjoy financial 
independence, because the family is maintained by their salary. 
  
 Moreover Lata faces the rejection and humiliations from the boys' 
family. As she is the eldest, she is tortured by her own family for not getting 
married. At last she breaks the silence and emerges as a hold heroine of the 
story who rejects the proposal from an unworthy good for-nothing boy and 
anyhow confirms the job. 
 
 Thus, Vidya, Pushpaben and Lata, the middle-class working women, 
are the products of economic conditions of the family. They have to work for 
living. It can also be said from the study of these stories that economic 
independence do not contribute in improving the role and status of woman. In 
many lower incomes households it is found that it is the women who have to 
bear the economic burden of the family. Yet they are not regarded as heads 
of households and are denied freedom from traditional role as it is seen in the 
case of Lata and Vidya. Moreover due recognition is not given to her 
important dual role. Though Lata and Vidya contribute substantially to the 
economic resources of the family both by way of services rendered and 
wages earned, yet their potential is not duly recognized and very little 
attention is paid. Even a woman is bearing the entire economic burden of the 
family; she is not treated as a 'head of the household' 
 
 One more conclusion can be drawn from these stories is that though 
these women earn, they are hardly in a position to spend anything on them or 
pay much attention to their own health needs. Vidya suffers from headaches 
and Pushpaben gets tired due to her old age. Both of them have to undergo 
the conflict of dual roles. While Lata maintains the family of five from her lower 
income and keeps very little for her. While they slog from morning till night, 
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both within the household and outside, they get very little in terms of monetary 
compensation. 
 
 These working women face many other problems like (1) total 
disregard or consideration towards women as equal partners in life and in 
decision making. Lata's marriage is fixed by her parents. They do not feel it 
necessary to ask for her decision. (2) Lack of due recognition to the  duties 
and responsibilities of daughters particularly in families with daughters only as 
in the case of Lata (3) Though women have come out of the domestic 
periphery to work outside, their traditional role is not lessen. (4) Dual 
responsibilities of a middle-class woman who has to struggle doubly hard to 
maintain efficiency at the place of work as well as the home (5) as they are 
burdened with double roles, their dreams, feelings, aspirations remain 
unexpressed. They are shouldered with double responsibilities. They have to 
efface their individuality. 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 267
REFERENCES 
 
A.N.Dwivedi. “The Shorter Fiction of Shashi Deshpande: Search for Self”. The 
Fiction of Shashi Deshpande, R.S.Pathak(ed.)New Delhi: Creative 
Books; 1998.    
 
B.Murchaland. The Age of Alienation. New York: Random House; 1971. 
 
David Scott Phillip. Perceiving India. New Delhi: Sterling; 1986.    
 
Donald Oken. “Alienation and Inditity”. Alienation: Concept, Terms and 
Meaning, Frank Johnson (ed.) New York & London: Seminar Press; 
1973.    
 
Edmund Fuller. Man in Modern Fiction. New York: Random House;  1958.    
 
Elaine Showalter. A Literature of Their Own: British Women Novelists from 
Bronte to Lessing. Princeton,NJ.: Princetone Uni Press; 1977.    
 
Erving Goffman, Asylums, Penguin Books; 1968. 
 
G.S.Amur. “Preface”. The Legacy and Other Stories. Shashi Deshpnde, 
Calcutta: Writers Workshop; 1978.    
 
Inderjeet Kaur. Status of Hindu Women in India. Allahabad: Chag Pub; 1983.   
 
I. Taviss. "Changes in the Form of Alienation", American Sociological Review. 
34/1 February; 1969.       
 
Kate Millett. Sexual Politics. London: Sphere Books; 1972.   
 
 268
Meena Shirwadkar. Image of Woman in the Indo-Anglian Novel. New Delhi: 
Sterling; 1979.    
 
Melvin Seeman. "On the Meaning of Alienation", American Sociological 
Review,  24/6  December 1959.    
 
M.R. Anand. The Old Woman and The Cow. Bombay: Kutub                                     
Popular; 1960.          
 
Pramila Paul. “The Dark Holds No Terrors: A Call for Confrontation”. The 
Fiction of Shashi Deshpande. R.S.Pathak (ed.) New Delhi: Creative 
Books; 1998.   
 
Quoted in Suman Bala. Woman in the Novels of Sahshi Deshpande. New 
Delhi: Khosla Publishing House; 2001. 
 
Rolland R.  Prophets of the New India. New York: Boni Edi.; 1930.   
 
Seema Suneel. “Emergence of New Woman in Indian Fiction: A Study of 
Bharti Mukherjee’s Wife Shashi Deshpande’s That Long Silence and 
R.W. Desai’s Frailty Thy Name is (W)oman”. Feminism and Literature, 
Veena Noble Dass(ed.) New Delhi: Prestige Books;1995.      
 
Seema Suneel. Man-Woman Relationship in Indian Fiction. New Delhi: 
Prestige Books; 1995  
 
Sudhir Kakar. Identity and Adulthood. New Delhi: OUP; 1993.  
 
Tara Ali Baig. India's Woman Power: New Delhi, S. Chand & Co.: 1976.  
 
Usha Bande. “Violent Responses: Murder in Fiction by Women”. Literature 
and Ideology. Veena Singh(ed.) Jaipur: Rawat Publications; 1998.   
 
 269
Veena Das. “Reflactions on the Social Construction of Adulthood”. Identity 
and Adulthood, Sudhir Kakar(ed.) New Delhi: OUP; 1993. 
 
Yashoda Bhat and Yamuna Bhat.(eds.) The Image of Woman in Indian 
Literature. New Delhi: B.R.Publishing Corporation; 1993.  
 
Y.S.Sharadha. “The Problem of Marriage and Affirmation of Self in Roots and 
Shadows”. Women in the Novels of Shashi Deshpande, Suman 
Bala(ed.) New Delhi: Khosla Publishing House; 2001.   
 
Y.S.Sunita Reddy. A Feminist Perspective on the Novels on Shashi 
Deshpande. New Delhi: Prestige Books; 2001.  
 
 
 
  
  
  
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
 
CHAPTER V 
Conclusion: 
A Comparison 
of Deshpande 
And Adalja 
 
 270
CHAPTER V 
 
 
CONCLUSION 
 
 
            Fiction written during the last three decades provides a glimpse into 
female psyche and deals with the full range of female experience. Short 
stories written by Indian women present the Indian woman, her conflicts and 
predicament against the background of contemporary India. They analyse, in 
their writings, the socio-cultural modes and values that have given women 
their image and role towards themselves and the society. In the changing 
contexts of our country and times, the women now find themselves at cross 
purposes with themselves as well as the society. Accordingly, both Shashi 
Deshpande and Varsha Adalja explore the psychic and moral dilemmas and 
repercussions of the situation in their women characters trying to achieve a 
new harmony of relationships with themselves and their surroundings. 
 
          Shashi Deshpande has been accepted as a significant literary figure on 
the contemporary literary scene. Many comparisons have been made 
between her fiction and the fiction of other writers. A comparative approach 
ought to lead us to a more comprehensive and adequate understanding of the 
works and their authors. With this end in view, the researcher has tried to 
compare the short stories of Shashi Deshpande with that of Varsha Adalja, a 
Gujarati writer. Interestingly, both these writers share common concerns 
despite socio-cultural differences. However, a few dissimilarities can also be 
observed in these aspects. 
 
A Comparison of Thematic Concerns: 
 
 Feminism, a rapidly developing significant ideology, constitutes a 
major segment of the contemporary writings. It has emerged as a concept that 
encompasses both a philosophy and movement for socio-political change 
based on a critical analysis of male privilege and women's subordination 
within a given society. Feminism as an extension of existentialism gets 
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echoed in Indian literature too. Short stories of Shashi Deshpande and those 
of Varsha Adalja are no exception to this. However socio-econoic factor is 
much more explicit in Adalja’s short stories. Her women come from different 
class of the society.They have to face the economic problem too. Hence they 
face internal as well as external problems whereas Deshpande’s women 
characters’ problems are mainly existential by nature as they have not to 
struggle for a living. In Deshpande, psychological realism pervades the 
narrative though not devoid of social realism and cultural context. In Adalja’s 
narrative there is a fusion of all the three. 
 
 This existential struggle to establish one's identity, to assert one's 
individuality and the desperate fight to exist as a separate entity appears in all 
its intensity in the short stories of both the writers. Through their stories both 
the writers express resentment at the unjust treatment meted out to women. 
Both of them deal with some similar subject matters like gender 
discrimination, marital rape, the problem of spinsterhood, discontented sex, 
incompatibility between the husband and the wife, the quest for identity, 
alienation and boredom of housewives etc.  
 
            They differ in the following subject matter: Varsha Adalja has writer 
many stories on the polygamous nature of the husband, domestic violence as 
well as the drudgery of household chores and the pathetic condition of the 
lower class working women. These topics find negligent treatment in the 
stories of Shashi Deshpande.   
 
 Moreover there are two glaring dissimilarities in their themes. Varsha 
Adalja, in addition to feminism, has dealt with the themes such as life and 
death, love and values, crime, effects of war as well as the problem of 
unemployment and the pathetic plight of the people who suffer from leprosy. 
These issues have not been touched upon by Shashi Deshpande. On the 
other hand, in some of the stories Shashi Deshpande has gone back to the 
Mahabharata, one of the greatest epics of India. In many of the stories from 
the Mahabharata, women have had no voice. Shashi Despande has given 
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voice to them. She has given them a chance to articulate their own inner 
turmoil. This theme is almost absent in Varsha Adalja. 
 
A Comparison of Characterization: 
 
 The primary focus of attention in the short stories of Shashi 
Deshpande and Varsha Adalja is woman- her travails and privations, tensions 
and irritations, pains and anguishes. Their stories delineate the social and 
moral restrictions which Indian women have to contend with in life; not only 
are most of their protagonists women but also the story is narrated from their 
point of view. The variation emerges from the different kinds of repressive 
forces depicted, the protagonists’ individual methods of dealing with these 
forces and most interestingly, the authors’ different attitudes to the same 
complex problem of establishing female selfhood. 
 
 The protagonists of Shashi Deshpande in her stories are middle-
class educated women whereas an evolutionary and a very comprehensive 
picture of the Indian women belonging to different educational and economic 
levels emerges on the large canvas that Varsha Adalja chooses for her short 
stories. Both the writers have made use of internal as well as external view in 
delineating their characters. The shift from external to internal and vice versa 
is quite explicit in Varsha Adalja, whereas in Shashi Deshpande it is implicit. 
Moreover with Deshpande, it is the thought that helps the reader understand 
the character whereas with Adalja, it is the thought and action that help the 
reader understand the particular character. 
 
 In the short stories of both the writers, patriarchy and the values it 
implies are criticized explicitly as well as implicitly. However, in case of Shashi 
Deshpande, the male characters emerge neither as villains nor as objects of 
ridicule. The writer criticizes the social structure, not individuals. While with 
Varsha Adalja there are self-centred and callous male characters as well as 
some who help the protagonists to evolve their own identity. It is also noticed 
that Deshpande  doesn’t believe in having a propagandist or sexist   purpose 
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to her writing even though when it comes to male characters, they are ‘thin’ 
and typed while Varsha Adalja has been able to create  a ‘rounded’ character 
of the opposite sex too. 
 
 Moreover, the protagonists of both the writers come to awakening 
through a crisis. They undergo the transformation of consciousness by the 
end. Thus, the writers follow the liberal feminist ideal which treats growth in 
consciousness as the end. However, this awakening leads the protagonists to 
take some decisions. Here lies the difference between both the writers. 
 
 It would not be out of place to add here that Deshpande's women 
have learnt to assert themselves but are careful enough to avoid a storm that 
may unsettle the happy family atmosphere. They have realized that not by 
‘effacing’ themselves but making themselves ' felt', they can reclaim the lost 
ground. Deshpande communicates implicitly through her protagonists, the 
technique of constructing a meaningful life in the midst of chaos and 
contingencies armed with emotion and intellect. 
 
  On the other hand Varsha Adalja has very artistically juxtaposed two 
sets of women in the Indian society. To the first set of woman, a woman's life 
is nothing but to get married, to bear children, to have sons and to serve the 
husband. According to them a woman has to adopt herself to her 
circumstances and environment. To the other set of woman, protagonists 
revolt against social taboos, the cramped, wrinkled traditions and values of 
their ancestors and ceaselessly question the very question of love, marriage 
and sex. This woman, initially a conventional one, but emerges as an 
unconventional through the course of the plot. She frees herself from the 
convention which tries to put her into a subordinate position. She breaks the 
marriage vows which prove to be hindering her self- respect. Thus, the 
portrayal of woman in the stories of Varsha Adalja is characterised by 
contradictions-there is a conventional image and there is a protesting voice 
whereas in Shashi Deshpande, instead of fighting against the patriarchal 
society and male domination, the female protagonist has taken a balanced 
view of life from a woman's point of view. One thing should be added here that 
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Deshpande's women characters have the strength of their own, and in spite of 
challenges and hostilities, remain uncrushed. 
 
 Another point of dissimilarity between these writers is that Varsha 
Adalja has touched upon the theme of violent response by her female 
protagonists. In some of her stories, Adalja shows how in the face of male 
violence, women do respond by committing it against the oppressor, though 
only after enduring all kinds of hardships and always as a last resort. 
Accumulated hurt and betrayals give vent to violence whereas the 
protagonists of Shashi Deshpande are not so much aggressive. Nowhere 
does she encourage her protagonists to rise in rebellion against the males in 
family matters. The clear-cut message of Shashi Deshpande is that man and 
woman are like the two wheels of a chariot and that no chariot can race 
forward if either of the wheels goes out of order. What Varsha Adalja wants to 
suggest through her stories that there is a greater chance of happiness for 
women if they learn to conquer their fears and assert their individuality. 
 
 It can be said at the end that both of them are at their best when they 
work out their themes of intimate human relationships, generally within the 
family. Both of them have a remarkable insight into the working of a woman's 
mind. As the writers, they highlight the secondary position occupied by 
women and their degradation which is inevitable in an oppressively male- 
dominated society. Thus, both the writers give us a peep into the state and 
condition of the present-day woman. 
 
 What really sets both the writers apart is that their writings hold a 
universal appeal that clearly emanates from their rootedness in everyday 
India a society in which we breathe, a culture to which we belong. Their major 
concerns emerge from our own environment, holding up mirrors to our own 
lives. They have never exoticised India neither 'presented' it.   
 
 This dissertation is a midpoint in a journey, which is an ongoing one. 
The justification for undertaking this study is the woeful lack of critical material 
on the short stories of these writers. This study presents the analyses of the 
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short stories by Shashi Deshpande and Varsha Adalja from the thematic point 
of view while the technical aspect of their short stories is not analysed in 
detail. There is hardly any exclusive study devoted to her fictional technique. 
The available scholarship notwithstanding, there is a great deal of scope to 
work on the technical aspect of the short stories by these writers. Therefore 
the dissertation leaves a major area to be explored – the fictional technique in 
the short stories of Shashi Deshpande and Varsha Adalja. Moreover the short 
story of Varsha Adalja is also concerned with class exploitation and other 
social evils. So these stories can be studied from the sociological point of 
view. Hence there is a great deal of scope for further study of the short 
shories of Shashi Deshpande Varsha Adalja.  
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